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Abstract 
This study is an exploration of everyday photographic practice and of the places 
that photographers visit and inhabit offline and online. It discusses the role of 
movement, the senses and repetition in taking photographs. Ultimately it is about 
photographers and their photographic routines and habits.  
Since the advent of photography, numerous texts on the subject have typically 
focused on photographs as objects. This trend has continued into the digital age, 
with academic writing firmly focusing on image culture rather than considering new 
issues relating to online practice. Although various technological innovations have 
given the photographer flexibility as to how and what they do with their images, the 
contention of this thesis is that analogue routines have been mostly transposed 
into the digital age. Nevertheless, there remains a lack of empirical enquiry into 
what photographers actually do within online spaces.  
This study is one of the first to address this knowledge gap. Taking a unique 
approach to the study of photography, it draws upon work in various fields, 
including phenomenology, social anthropology, human geography and sensory 
ethnography, to produce an innovative conceptual and methodological approach. 
This approach is applied in the field to gain an in-depth understanding of what 
µGRLQJ¶SKRWRJUDSK\DFWXDOO\HQWDLOV 
An in-depth analysis of interviews with and observations of North East 
photographers reveals how they engage with everyday life in a distinctive way. 
Habitually carrying a camera allows them to notice details that most would ignore. 
Online and offline movements often become entangled, and when photographers 
explore Flickr there is a clear synergy with the way in which they explore their local 
city space. This research is a call to others to give serious consideration to online 
and offline photography practices, and an attempt to stimulate new discussions 
about what it means to be a photographer in the world.  
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Prologue - watching someone doing  
 
2Q WKH ERWWRP VKHOI RI WKH PDKRJDQ\ ERRNFDVH DW P\ PRWKHU¶V KRXVH VLW IRXU
large photo albums. They are each about 6 inches thick and are bound in 
burgundy leather. In faded gold letters on the front are my initials and my date of 
birth. Inside, there are hundreds of photographs of me from my first days in 
hospital, to my first Christmas three weeks later and then on to my first steps, 
playing with my toys, on a fairground ride and eating ice-cream in the park. I was 
captured a lot on camera in the next few years, probably more than most children 
because my father was (and is) a professional photographer.  
 
When I was growing up photographs were everywhere, on the walls of the house, 
in frames and in albums. There were hundreds of other images, negatives and 
pictures in boxes in the garage and under the stairs, older pictures of musicians 
and actors who I did not recognise that my father took before I was born. Yet more 
albums came along that were filled with pictures of my sister when she arrived six 
years later.  
 
Retrospectively looking at all the photographs in these albums now, I realise how 
ORQJ,KDYHVSHQWSRVLQJLQIURQWRIDFDPHUD,UHPHPEHUP\GDG¶VLQVWUXFWLRQVWR
me from a young age, as clear as they are when he still shouts them today: ³NHHS
\RXU KHDG VWLOO /RRN VWUDLJKW DW PH GRZQ WKH OHQV´ IROORZHG E\ WKH UHDVVXULQJ
clunk of the shutter release. This experience is not unique of course; parents 
notoriously want to caSWXUH WKHLU FKLOG¶V HYHU\ PRYH EXW ZKHQ RQH LV D
photographer, there are many more pictures to be taken.  
 
My father always carried a camera and was forever pointing it at things: buildings, 
shadows, animals, landscapes, my sister and me. All these years I have been 
watching him, which has given me a different insight into photographers and their 
practices. I have witnessed them at work: crouching, focusing, tweaking, leaning, 
looking and gesturing. I have seen at close hand, how they move their body, the 
shapes that they make and their connection with the everyday world around them. 
This study is inspired from that perspective and is the culmination of 30 years 
looking straight down the lens: watching someone doing. 
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Going beyond the image 
 
Photography would seem is all about looks. But the best photographs are great because of 
what does not appear ± leading our imaginations to recruit us as participants.  
(Deifell, 2007:10) 
 
Deifell is a photography teacher and researcher based in a school for blind and 
visually impaired children in North Carolina. He began a programme of workshops 
with the teenagers at his school in the early nineties, which was initially about 
encouraging an engagement with literacy amongst pupils. It soon became a 
hugely successful way for them to interact with and communicate their emotions 
about their everyday environments (home, school) to sighted people and the 
pictures that were produced as an outcome of the classes were both moving and 
direct in equal measure.  
 
The work of photography by the blind would at first seem a little surprising given 
that photography is often viewed as an intrinsically visual medium: surely to do it 
competently you need your eyes. These teenagers however demonstrated that our 
environmental interactions are not simply anchored in the visual: far from being 
dormant, the rest of our senses are an essential part of our daily environmental 
experiences. The photographs taken by 'HLIHOO¶V VWXGHQWV highlight that a 
consequence of visual domination is ignorance to the wider experiences within 
everyday life, a theme that Radley (2010) also identified in his work with homeless 
people and hospital patients. The work of Shinkle (2005, 2008) investigates how 
our bodies respond to environmental stimuli. In describing affect theory and multi-
sensory experience in the context of playing video games, she explains that:  
 
It is a full body, multisensory experience, temporally and corporeally delocalised, 
incorporating emotions but not reducible to them. $IIHFWLVDZD\RIDSSURDFKLQJWKHµIHHO¶
or intensity of a game, and refers to the unquantifiable features of gameplay ± those 
phenomenological aspects of interactivity that are difficult to describe or to model 
theoretically, but which nonetheless make a game come alive. 
(Shinkle, 2005:3) 
 
6KLQNOH¶VZRUN is of great interest because it aims to move debate and discussion 
in video JDPH VWXGLHV RQ IURP µvision, visuality and rational decision-making. In 
fact, gameplay comprises a much more complex mesh of perceptual activity.¶ 
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(Shinkle, 2008:909). Put another way, vision should be thought about in relation to 
other things and Sobchack adds that µDQ\DFWRIYLVLRQLVFRQVWDQWO\± and without 
conscious thought ± informed, to varying degrees, by our other senses«Eut the 
RWKHUVGRQ¶WMXVWWXUQRIIZKHQRQHRUWZRRIWKHPDUHGRPLQDQW¶ (2008:125). This 
study aims to also go beyond the visual and set out similar arguments in relation to 
photography. This is not to completely discount the visual however as I believe, 
like Sobchack, that breaking from this permanent revelry in only the visual will 
allow a more thorough examination of the practice of photography, a position 
encouraged by Pink et al. (2010:4): 
 
Across a variety of disciplines the visual is now being re-situated as an element of the 
PXOWLVHQVRULDOLW\ RI HYHU\GD\ FRQWH[WV« WKLV GRHV QRW UHQGHU WKH LGHD RI µYLVXDO VWXGLHV¶
LUUHOHYDQW\HW LWGRHVUHTXLUHXVWRDVNERWKKRZWKHZD\ZHDSSURDFK WKHYLVXDO«ZKHQ
we study visual forms and practices we need to account for the other senses and when we 
study corporeal practices we need to account for how vision and visual forms are 
inextricable from these experiences. 
 
Deeply entrenched within photography¶VSKLORVRSK\ is looking, from thinking about 
what we cannot see or what is left out of the frame to the wider significance of 
surface value. The punctum, or lasting power of the still image, has taken 
precedence. 
 
In academic terms, photography is a strange hybrid discipline that straddles 
multiple and diverse areas incorporating anthropology, art history, criminology, 
media studies, medicine, philosophy and sociology. In general, much of the writing 
about photography is part of a canon of work that can be broadly labelled as 
image led, with the focus on either a reading of the content (the image itself) or on 
the photographer themselves (but typically only if they are well known). This is 
similar to the pattern of other media and arts based disciplines (such as painting or 
film making) where it is the end result rather than the process involved that is 
deemed more interesting and up to a point, I would not disagree with this position.  
 
There is a great amount of pleasure to be found in looking at images and in the 
process of doing this research I have discussed, commented on and viewed 
hundreds of pictures purely for pleasure. However there are even richer 
experiences to be found beyond simply looking at photographs.  
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Defining everyday photographic practice  
Cartier Bresson famously labelled his style of photography as the µGHFLVLYH
moment«a creative fraction of a second when you are taking a picture and you 
PXVWNQRZZLWK LQWXLWLRQZKHQ WRFOLFN WKHFDPHUD« once you miss it, it is gone 
IRUHYHU¶ (Bernstein, 2004). Whilst I am not questioning the quality and legacy of 
%UHVVRQ¶V ZRUN, I would disagree with the popular fallacy that photography is 
about a singular moment. I believe it is far more complex than one simple click; 
images are actually produced through a culmination of different experiences, 
routines, environments and movements, all of which are essential parts of the 
multiple layers of practice. 
 
The dominance of the decisive moment in photographic literature is partially down 
to the practitioners themselves. The participants in this research were particularly 
animated when discussions turned to their own photographs and those uploaded 
by others on Flickr. They were most comfortable when talking about their own 
images: who, when and what, whereas my interest, how and why, was met with 
some bewilderment. Flickr partly functions as an extension of this image 
hagiography too: it is after all a site dedicated to the storing and sharing of 
photographs.  
 
Similar to other mass media practices such as watching television or listening to 
the radio, photography has become completely entrenched within everyday life, 
regarded as nothing special. It can be done by anyone, anywhere and at any time, 
on digital and film cameras, on mobile phones and tablet computers. This routine 
status has meant that the more everyday elements of photography have been 
ignored. Larsen (2008:143) writes that: 
  
Photographing is absent from most theory and research jumps straight from photography 
to photographs. They directly go to the representational worlds of photographs and skip 
over their production, movement and circulation. The diverse hybrid practices and flows of 
photography are rendered invisible. 
 
This statement by Larsen is hugely significant, not just for identifying the diversity 
inherent in photographic practices but for also recognising the image and its 
movement in an everyday context. For far too long the academy has comfortably 
settled within these FRV\µUHSUHVHQWDWLRQDOZRUOGV¶ (as proposed by Larsen) as can 
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be found in numerous textbooks including Photography: A Critical Introduction 
(now in its fourth edition) by Liz Wells (2004) and Photography: A Cultural History 
by Mary Warner Marien (2002), both of which examine the cultural, theoretical and 
social impacts of photography but ignore the photographer.  
 
Whilst these texts offer a useful and very broad introduction to photography and 
the various academic, social and cultural perspectives therein, they make no 
mention of how it is practiced in the context of everyday life. Despite a picture of 
someone EHKLQGDFDPHUDRQWKHIURQWFRYHURI0DULHQ¶VERRNphotographers are 
curiously absent in both texts and when they do appear, they are framed in the 
context of the individual and the images they have produced.   
 
One of the few pieces of recent research surrounding the habits relating to 
photography comes not from photography studies but sociology. The work of 
Shove et al. LVJURXQGEUHDNLQJDQGLQSRQGHULQJµ7KH'HVLJQRI(YHU\GD\
/LIH¶, the authors go some way to underline the importance of issues related to 
social practice and artefacts, µDQDO\VLQg and understanding the ongoing dynamics 
of HYHU\GD\ OLIH¶ ibid.:11). There are two areas within this work that are of 
particular interest to this study. Whilst an historical overview of social practice is 
not possible here, it is important to underline that practice is more than simply 
µZKDWSHRSOHGR¶ibid.:13). The authors state that:  
 
Doings are performances, shaped by and constitutive of complex relations ± of materials, 
knowledges, norms, meanings and so on which comprise the practice-as-HQWLW\« practice 
theory therefore decentres the central objects of dominant social theories ± minds, texts, 
FRQYHUVDWLRQV«µVLPXOWDQHRXVO\LWVKLIWVERGLO\PRYHPHQWVWKLQJVSUDFWLFDONQRZOHGJHDQG
routine to the centre of its vocabulary¶. 
(Reckwitz cited in Shove et al., 2007: 13) 
 
The second area of interest is the section specifically pertaining to photographic 
SUDFWLFHDQGKRZµWKHHPHUJHQWH[SHULHQFHVRI WDNLQJDQGVKDULQJGLJLWDO LPDJHV
accumulate and combine in ways that redefine the character of amateur 
SKRWRJUDSK\¶ ibid.:70). Although the ideas here centre on the camera and the 
digital image rather than just the photographers themselves, importantly the piece 
gives serious consideration to current issues relating to practice. I would be 
hesitant to bracket digital practices as completely separate to analogue as the 
authors have a tendency to do here, however the discussions on taking, 
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organising, sharing and viewing photographs is long overdue and is a welcome 
change from the typical (more restrictive) discussions relating to content analysis. 
 
Frustratingly there has been limited research on what photographers actually do 
when they go out with their camera (Radley, 2010) and even less when they 
venture online. Van House (2011:125) states µWKHUH UHPDLQV D UHODWLYH ODFN RI
HWKQRJUDSKLFDOO\ LQIRUPHG UHVHDUFK RQ SHRSOH¶V DFWXDO GDLO\ SUDFWLFHV RI
SKRWRJUDSK\¶ with Richter and Sadler (2009:177) DGGLQJ WKDW µthe way that 
websites [like Flickr] fit into other practices of everyday life is under-UHVHDUFKHG¶ 
 
What sets this study apart is that it is interested in the various doings of 
photography. It examines the familiar places that photographers visited online and 
offline. It looks at their everyday routines with the camera and the habitual 
movements and positions that they held with their bodies when taking pictures. 
Importantly it believes that photographing is the combination of tactility and motion 
and when out with the camera µ\ou don't see; you feel the things¶ (Kertesz cited in 
Seamon, 1990:50). The photographers in this research were doing many different 
things: walking for miles on end, carrying cameras until their shoulders and necks 
ached, standing in the cold until their fingers grew numb and their legs were stiff, 
contorting and crouching to achieve alternative vantage points, squinting and 
stooping, waiting and watching. In the comfort of indoors they were still exploring, 
only this time it was via the mouse or the touchpad of their computer, looking on 
Flickr, exploring the various images by others, writing comments or making 
contacts. It is therefore possible for photography to be considered thoroughly 
corporeal with or without a camera. The broad phrase everyday photographic 
practice has been used within the framework of these different discussions. 
 
This study does include some images; however it does not explicitly offer any 
particular reading of their content (see plates 1-12). The everyday signifies only that 
the varied practices are done in a routine and habitual way, rather than referring to 
the subject matter of the images here. I hope that the different places, movements 
and habits discussed within this research would be familiar to everyone that has at 
some point picked up a camera.  
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However this study only offers a small fragment of what is a hugely popular and 
global media practice and does not claim to apply to everyone who µdoes 
photography¶: a label that is frustratingly broad.  
 
The argument that anyone who uses a camera is a photographer is a common 
one DQG DOWKRXJK %DGJHU DQG 3DUU  GHFODUH WKDW µZH DUH DOO
photographers now¶ WKH LVVXH LV PRUH FRPSOH[ WKDQ WKLV In a recent interview 
David Bailey remarked that µthis might sound pretentious ± I don't take pictures, I 
make pictures. You don't just stand there and take a picture: a chimpanzee could 
GR WKDW¶ (Schofield, 2009). A similar sentiment was expressed frequently by 
interviewees, qualified with statements that they were doing (or strove to do) 
something different from others who owned a camera.  
 
In the context of this research, the word photographer comes with specific 
caveats. All of the participants in this research took photography seriously, either 
as a hobby, were students at college or university or, in some cases, semi-
professional. They used many different cameras and were interested in a broad 
subject matter. Most carried a camera around with them all of the time through 
habit in case they came across a photo opportunity and this often altered the way 
in which they moved around the city. They sought out quiet back streets and 
deviated from the busy paths around the urban locale, noticing details that other 
pedestrians missed. 
 
Additionally and importantly for this study, nearly all of the participants also used 
Flickr in a habitual way both to upload their own images and to view the images of 
others. They were comfortable with finding their way around its environs, 
commenting on images and visiting familiar groups. Zylinska (2010:147) asks: 
µKRZ GR ZH FRSH ZLWK WKH H[FHVVLYHQHVV DQG PDGQHVV RI WKH GLJLWDO WKH XEHU-
democratic proliferation of the available equipment and interesting visual 
LPDJHU\"¶Indeed, how do we cope? As both consumers of images and as prolific 
photograph takers, we have become thoroughly embroiled in the digital age. Our 
desire to take, store, collect, print and circulate photographs continues without 
end, from our digital cameras, to computers and smartphones out into the world 
(Wide Web) and beyond. 
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Sobchack (1995:136) declared early on that: 
  
It is not an exaggeration to claim that none of us can escape daily encounters ± both direct 
and indirect ± with the objective phenomena of photographic, cinematic, televisual and 
computer technologies and the networks of communication and texts they produce. 
 
Toward the end of the 1980s, some had predicted the demise of photography: the 
practice was soon to be eclipsed by home computers, video cameras and 
associated technology. The 1990s was then prematurely KDLOHGDVWKHHUDRIµSRVW
SKRWRJUDSK\¶ 0LWFKHOO ; Robins, 1995) with critics quick to declare that 
µSKRWRJUDSK\ PHW LWV RZQ GHDWK« at the hands of computer imaging¶ (Mirzoeff 
cited in Marien, 2002:485).  
 
However taking pictures µdid not die the death of digitisation¶ (Kember, 2008:175), 
and instead quick adaption of equipment to meet consumer demands (cheaper 
cameras, the rise of the microchip, smaller machines) along with the habit and 
desire to photograph made it even more popular in the 21st Century1 Although the 
technology has been transformed, photograph taking has not particularly altered 
much in its 150 year history. Indeed I am keen to emphasise that µnew digital 
amateur photographic practices are better understood as emergent in relation to 
ERWKROGHUSKRWRJUDSKLFPHGLDDQGWHFKQRORJLHV¶3LQNE. 
 
That said the circulation and interaction with digital images via computers and 
mobile phones has become an important part of everyday practice and µrepresents 
DIXQGDPHQWDOVKLIWLQSKRWRJUDSK\¶VRQWRORJLFDORULHQWDWLRQ¶ (Palmer, 2010:159).  
 
 
 
                                                          
1
 Facebook bought the analogue filter DSSµ,QVWDJUDP¶IRU%LOOLRQGROODUVLQ$SULOZKLFKIRU
many signalled their ambition to strengthen the photographic arm of Facebook. Currently it has 
around 140 billion photographs on the site and counting: 10,000 times more than the Library of 
CoQJUHVV 7KLV GDWD ZDV JDWKHUHG E\ WKH FRPSDQ\ µ PHPRULHV¶ DQ DSS ZKLFK RIIHUV XVHUV
digital shoeboxes to store their old photographs encouraging members to digitise their film 
photographs then tag and label them in different folders. [Online] Available at: 
http://blog.1000memories.com/94-number-of-photos-ever-taken-digital-and-analog-in-shoebox 
(Accessed 16th April 2012) 
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Flickr: neither community nor network  
It is beyond the scope of this research to do any sort of comparison with other 
websites that focus particularly on photography (of which there are many). This 
study is not an appraisal of Flickr (see Cox, Clough and Marlow 2008; Van House 
2011 for a more detailed discussion), it is about North East Flickrites, who use the 
site habitually and the role Flickr plays in their life and photography routines. I 
have been a member of Flickr since 2006 and know the site well. I am accustomed 
to its layout, its language and I am comfortable within its environs. This personal 
experience was partly the reason I decided to further examine the way that online 
and offline photography routines crossover. 
 
Other internet sites that focus on photography such as SmugMug and 
Photobucket (as well as, to some extent Facebook) have a different identity and 
platform that facilitates how photographs are shared amongst their members. 
Although they all have photographs in common, Flickr has an altogether different 
character. Unlike other sites, it is centred on UDQGRPQHVVDQGLWLVWKHµH[SORUDWRU\
search that lies at the heart of )OLFNU¶ (Miller and Edwards, 2007:9) which makes it 
unique and of great interest to this research. The site is organised via folksonomy, 
where members apply their own tags and labels to order their photographs, 
promoting a form of organised disorder. Flickr¶V layout has also been designed in 
such a way to encourage members to explore the site and search out new 
photographs, just as they would with their camera offline. This greatly appeals to 
photographers and I believe this is one reason for its popularity. The theme of 
exploration takes an important role both online and offline throughout this 
research. 
 
Although there is an emphasis on sharing content, I would hesitate to label Flickr 
either as a social network or community, although it borrows ideas and practices 
from both. The social network, although now a familiar phrase, is very broad and 
difficult to define, similarly online community is a testy subject and both terms are 
loaded with significance and highly debated (Hampton and Wellman, 2003; Nip, 
2004). 
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Lange (2008:362) explains that at their most basic:  
 
Social network sites are defined as websites that allow participants to construct a public or 
semi-public profile within the system and that formally articulate their relationship to other 
users in a way that is visible to anyone who can access their profile. 
 
In its simplest form, community is often discussed in either physical terms (shared 
location) or social terms (shared values) however it has a far deeper resonance 
and power. Describing the intricacies of what a community is and is not, can be 
highly complex and tKH PDLQ LVVXH LQ UHFHQW WLPHV KDV EHHQ µZhether online 
communities qualify as genuine communities« [however] it is more important to 
recognize the existence of the new forms of human association on the Internet¶
(Nip, 2004:424). The thousands of different groups on Flickr encourage a feeling 
RI µGLVWDQW FORVHQHVV¶ 9DQ +RXVH  DPRQJVW PHPEHUV who may not have 
met each other but can connect through a common interest. Herrema (2011:138) 
ULJKWO\ SODFHV LPSRUWDQFH RQ WKH µJURXS¶ IDFLOLW\ RQ Flickr WKDW KHOSV µIRVWHU
comPXQLW\SUDFWLFHV¶, nonetheless Flickr is simply too large to be regarded as one 
whole community.  
 
Whilst many groups are themed on local subjects or its members live in close 
geographic proximity to one another, there are plenty of other groups on Flickr that 
have a generalised subject matter, encourage global uploads and have broad 
themes. The networks of Twitter and Facebook request and display a certain 
amount of personal information but on Flickr you do not even have to put your real 
name on your profile.  
 
Although Flickr offers the possibility of these connections, members can equally 
choose to wander alone, simply interacting with the photographs rather than the 
people that took them. This research will demonstrate in later chapters that instead 
of a community or a network, Flickr functions more like a living, breathing city. The 
idea of Flickr as a place is perhaps controversial but throughout this study, I argue 
the different ways that Flickr is more than simply a site that stores photographs.  
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Some are still sceptical of the legitimacy of the online places. Gieryn (2000:465) 
writes that µZHEVLWHVRQWKHLQWHUQHWDUHQRWSODFHVLQWKHVDPHZD\WKDWWKHURRP
building, campus and city that house and locate a certain server is a place¶Whilst 
I realise that there are of course obvious experiential differences when people 
physically access a place, there is much potential in widening discussions about 
online places and how they are experienced and explored by users.  
 
*LHU\Q¶V server room is a good example because it is not really a place either. It is 
most often locked with restricted access, a room with racks and racks of silently 
purring hardware which is of little interest to anyone bar a few technicians. Yes it is 
located in a building, but it is off limits to most and cannot easily be found which 
makes it less of a place and more a storage space. Not all rooms in the University 
are like this however, and in the same way not all places online are alike. Flickr 
has a strong presence in the lives of the photographers interviewed for this 
research and judging by the amount of uploads and interaction between members 
on a handful of groups here, they are not alone. Chapters 4 and 6 will outline both 
)OLFNU¶V role in the everyday routine of the photographers and examine in more 
depth the complexity of movement and interaction on the site.  
 
0RUHJHQHUDOO\3LQN QRWHV WKDW µRQOLQHPDWHULDOVPLJKWEHXQGHUVWRRG
as co-constituents of place that become interwoven with other online content and 
ZLWKRIIOLQHZRUOGV¶ ,QGHHGZKLOVW the urban is an important part of this research 
and the city directly inspires photographers, it also informs their online browsing 
patterns and often these experiences became entangled. Sometimes this was in 
an obvious way (such as Flickr group city gatherings) whilst at other times it was 
more unexpected (such as finding something in my own personal day to day walks 
that I had seen before on Flickr). The concept of place is later interrogated and 
defined in more detail in Chapter 2 and throughout the thesis. 
 
Movement: in places, bodies and routines  
The seam that stitches the main themes together within this work is movement 
(which is also conceptually linked to place). Whether it was the habitual movement 
of the body whilst behind the camera when walking around the city, or on Flickr 
when in front of a computer, movement is at the heart of photographic practice. 
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Taking photographs is a physical business and it requires constant adjustment of 
the body to get into new positions and postures with the camera. Whilst on the 
computer, the body is always moving and interacting and µWhe image on the 
computer screen still demands levels of sensory and embodied engagement: the 
slight flicker of the screen, the tap of the keyboard, the physical movement of 
RSHUDWLQJWKHPRXVH¶(GZDUGV. 
 
Later in this thesis, I liken the process of movements between photographer and 
the camera, to a dance between them and the machine. Steve Paxton2, a dancer 
and choUHRJUDSKHU GHVFULEHV µWKH VPDOO GDQFH« [as] the basic sustaining effort 
WKDW JRHV RQ FRQVWDQWO\ LQ WKH ERG\ WKDW \RX GRQ¶W KDYH WR EH DZDUH RI« it¶V
background movement, static that you blot out with your more interesting activities 
\HWLW¶VDOZD\VWKHUH, VXVWDLQLQJ\RX¶my emphasis, Zimmer, 1977:11). In a similar 
way photographers make small micro adjustments to their posture and footwork 
when taking a picture without any realisation that they are doing it, as it is their 
body that knows what it needs to do.  
 
I emphasise interesting activities because it is the everyday movements for Paxton 
that are just as (if not more) riveting as conventional dance movements. In this 
research, the everyday activity of picture taking and what the body does whilst 
doing it is described in detail allowing a unique insight into the different (and 
underappreciated) processes of photographic and place making practices . Other 
types of movement also seep into different parts of this research. There was the 
habitual movement of the photographer online, making small repeated movements 
on the mouse or over the touchpad, perpetually exploring Flickr. The photographs 
themselves also moved around the site, where they were clicked on and linked in 
to other pages and groups, creating a tapestry of billions of unique paths. 
 
To state that photography and the image is more about movement than stillness 
sets this research philosophically apart from others in the field of photography 
studies and takes a leap into a relatively unknown terrain.  
                                                          
2
 Paxton and Elizabeth Zimmer in thH¶VDQGHDUO\¶Vpioneered the dance style called 
µFRQWDFWLPSURYLVDWLRQ¶ZKHUHWKHERG\DQGLWVFRQQHFWLRQWRRWKHUVLVHQKDQFHGWKURXJKIUHHIRUP
movement, challenging the more rigid structures of Western dance teaching.  
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Since the invention of photography the practice has been considered in terms of 
the still, which connects to deep rooted philosophical discussions on photography 
and its links to reality, power, ideology, truth and ultimately, death (Barthes, 1982; 
Sontag, 1989; Batchen, 1997; Bate, 2009). The eloquent sociological and 
philosophical canon of work relating to photography has frequently glossed over 
discussions relating to the varied movements present in photographic practice and 
yet again the focus returns squarely back to the content, the still image. 
 
It is time that writing was broadened and room made for new ideas on the varied 
practices involved with modern photography practices (Edwards, 2009) particularly 
in the era of sophisticated mobile phones with video capabilities. Pink goes some 
way in beginning this process and in her pioneering article, Sensory digital 
photography: rHWKLQNLQJ µPRYLQJ¶ DQG WKH LPDJH, forges a new perspective on 
photography writing that: µLmages (as produced and consumed) become 
intertwined with the trajectories of moving perceiving bodies engaged in 
continuous percHSWLRQ LQDVSHFLILFHQYLURQPHQW¶ (2011a:9). 3LQN¶V (re)positioning 
represents an important shift in recognising the supreme importance of 
approaching photography as a practice rather than a product: a central theme 
within this research. Indeed µphotographs are not just representations but are also 
traces of the ZRUOG WKDW UHPDLQZLWKLQ LW¶ Radley, 2010:276). With these ideas in 
mind, I will now introduce the structure and conceptual framework used to extend 
and strengthen these important ideas on practice.  
 
 
Conceptual framework  
So far, I have discussed a desire to seek distance from the previous historical 
discussions relating to representation and, more generally, image culture. I 
therefore had to cast a wider net to find alternative perspectives on practice that 
would be useful as an approach in this study. With previous discussions centred 
on movement and the body, it is phenomenology, specifically the writing of 
Maurice Merleau-Ponty, which resonated most deeply with me. His work has since 
been reappraised by a number of writers (Seamon, 1979; Ihde, 1990; Thrift, 2008; 
Moores, 2010) working in diverse disciplinary areas including media studies, 
technology studies, human geography and anthropology.  
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Merleau-Ponty never wrote about photography in any detail however his work on 
perception, body and touch are particularly useful when thinking about the 
SKRWRJUDSKHU¶V DWWDFKPHQW WR WKHLU FDPHUD DQG the wider consequences of 
photography as a way of being-in-the-world. More specifically, his work on the 
Chaism is employed in relation to the online and offline crossover as Flickrites 
explore the city, taking his ideas into new and unexplored territory. These ideas 
will be discussed in more depth in Chapters 2, 4 and 5.  
 
More generally it is the spirit of the phenomenological attitude that recurs 
throughout this research, which Seamon and Sowers (2008:43) describe as a 
µstep back from any taken-for-granted attitudes and assumptions, whether in the 
realm of everyday experience or in the realm of conceptual perspectives and 
explanations.¶At the heart of this study was the urge to look closer at practices to 
reveal not only how everyday photography is performed but its role within the 
different lifeworlds of the participants. An essential underpinning of 
phenomenological investigation is the need to reveal the nature of life as it is lived, 
for µto truly know himself in phenomeQRORJ\ RQH PXVW NQRZ WKH ZRUOG¶ (Ihde, 
2007:37).   
 
I use this quote by Ihde with caution because it highlights the problem that some 
have with the universalist tendency of phenomenology, particularly with regard to 
µWKH ERG\¶ 7KLV SRLQW FRQFHUQs this study too as although there are women on 
Flickr and doing photography more generally, they are not represented to the 
same degree in this study. Of the 21 photographers interviewed, three were 
female and although women were present in the group meet ups I attended, nearly 
every time (bar one instance) the majority of photographers there were men. To be 
clear, it was never my intention to discuss photography in the context of the 
µIHPLQLVW ERG\ SROLWLF¶ ibid.) which is one of the reasons that the title of this 
research uses the pluralised form bodies to indicate that experiences will always 
be different for everyone (male or female) involved with photography. There can 
QHYHU EH RQO\ RQH µsingular, universally shared realm of familiarity or sociability¶
(ibid.) and when the participants themselves brought up issues surrounding 
gender and photography, I have included their comments in the context of the 
wider discussions.  
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However I concede that when contemplating practices of walking around 
abandoned parts of the city or night photography, it is clear that the photographer¶s 
µERG\¶ is predominantly male. With these issues in mind, the discussions that 
relate more generally to the body refer to the human body rather than a gender 
specific one. Whilst I acknowledge the different issues present here, there is no 
room in this research for arguments relating specifically to women doing 
photography.  
 
The other disciplines and writers that this research draws upon are broadly 
connected through ideas relating to practice and more generally they all have 
phenomenological interests. The writing of Nigel Thrift and other writers interested 
in Non-Representational Theory are included in discussions relating to the city and 
bodily movement. 7LP,QJROG¶Videas on perception, dwelling and walking practices 
are used to consider issues relating to exploration and movement both in the city 
and online. More specifically his concept of a µPHVKZRUN¶ is used as a starting 
point when considering Flickr as a complex place that holds a collaborative 
tapestry of movements. Pink¶V  ZRUN RQ multi-sensual approaches when 
doing ethnographic research, alongside the role of place (2008a, 2011b) and 
movement (2011a) in relation to photography are also applied throughout the 
thesis. Finally this work utilises the early research of human geographer David 
Seamon (1979), who was one of the first to think more deeply about the issues 
surrounding everyday life, time-space routines and movement from a 
phenomenological perspective. The conceptual ideas relating specifically to the 
body, its habitual movement and in particular noticing will be discussed directly in 
relation to photographic practice.  
 
Structure of this thesis 
This work can be roughly divided into two parts. Chapters 2 and 3 give an 
historical overview of the literature widely relating to the conceptual themes found 
within this research, alongside an analysis and framework of the methodological 
strategy used. Chapters 4, 5 and 6 are the findings of the research and are laid out 
in a particular order broadly representing how photography is practiced. 
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Chapter 4 examines the many places and worlds that house the various actions 
and interactions of the photographer. First there are the established city places, 
which provide a backdrop and inspiration for photographers and their wanderings 
with the camera. Next is Flickr, a newly formed place that combines many different 
movements and interactions between photographers and their images. Finally the 
entanglement between these two places is examined in depth, with discussions 
combining both an exploration and new direction for Merleau-3RQW\DQG ,QJROG¶V
work. Within these places and worlds, the photographer and the camera can be 
found. Chapter 5 reconsiders the relationship and movements between 
photography and the body. Initially it enrols the senses, outlining the different 
sensory interactions on offer when the photographer is out with the camera. Later 
the chapter returns to the online world describing the role of the body as 
participants explore Flickr. If Chapter 5 deals with how the body moves whilst 
doing photography, Chapter 6 outlines why photographers make these 
movements detailing their different habits with their camera: watching the world 
around them, noticing the hidden places and uncovering the secret details in the 
city. It finally turns to the role of repetition in the lives of photographers by 
examining the routine places that they visit with their camera and on Flickr. There 
is of course slippage between each part of the research: routines can be affected 
by the places that photographers visit, and the body can prohibit the exploration of 
certain areas. 
 
Throughout this work I examine photography from the point of view of the 
practitioner. When I went out with the photographers I followed them into places 
that were both familiar and unfamiliar to them, allowing for a particularly personal 
insight into their everyday practices with the camera. It demonstrated how their 
familiarity with their locale directly impacted upon the images they took, whilst also 
shaping their interactions on Flickr. Additionally I also considered the role of their 
bodies in relation to the camera and the impact of their routines with it, where they 
went and why they went there. By examining the movements that crossed over 
between online and offline space, it also allowed me to reflect on WKHSDUWLFLSDQW¶V 
relationship with Flickr and how they explore these familiar environments. In 
different ways this study is about exploration of familiar and unexplored territory: 
what it means to be a photographer within multiple worlds. 
  
 
 
 
 
 
 
Chapter 2  
 
Literature Review 
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Introduction: filling the gaps 
Considering discussions in the previous chapter, it has transpired that as a 
discipline, photography seems caught between µDUWKLVWRU\DQGILOPWKHRU\¶%DWH
2009:6) meaning that issues and discussions associated with practice historically 
have fallen through the gap. Ingold (2010:15) explains that within the visual 
studies oeuvre µYLVLRQKDVQRWKLQJ WRGRZLth eyesight and everything to do with 
the perusal of images.¶ /DWHU he also notes that this can be remedied via 
alternative ways of approaching the visual, an encouraging current trend within a 
variety of different disciplines (Pink 2009, 2010, 2011a). 
 
As a consequence of sidestepping more traditional discussions surrounding the 
image, this review draws upon on a number of other areas not normally associated 
with media or photography studies. Therefore the scope of this review is very 
broad and covers a number of different areas; however more traditional themes 
have not been included here, namely an historical analysis of photography and 
online networks. The history of photography is an area that is well-trodden by 
many writers (Marien, 2000; Wells, 2004) so in the context of this research there 
was no benefit in simply repeating these arguments at length. There will however 
be an introductory discussion surrounding the concurrent rise of early photography 
and the city, establishing a link between the two areas that will become thoroughly 
entwined throughout this study. 
 
The history of online places is comparatively recent respective to photography, 
however much research and discussion has been generated from debates 
surrounding the history of the internet (Hampton and Wellman, 2003). Again, there 
is little to be gained from revisiting the same familiar material, so work related to 
these general historical issues has not been brought in here. Nevertheless 
selected research pertinent to this study (Miller and Slater, 2000; Kendall, 2002; 
Bakardjieva, 2005) has been included in the later part of this review section. To 
reflect the shift from traditional analysis of images to alternative approaches to the 
µYLVXDO¶WKLVUHYLHZZLOOinstead outline the complex and interconnected histories of 
photography, philosophy, technology and the urban. 
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These entangled histories are not particularly tidy, cannot be easily 
compartmentalised into separated sections and there is frequent crossover 
between them. It will trace the parallel development of camera and the urban, 
exploring the rich ideas found in Walter %HQMDPLQ¶V ZRUN relating both to the 
Flâneur and his sprawling Arcades project. 
 
It will then move into the present time via discussions on technology and its 
relationship with the urbanite and city space, examining the natural partnership of 
machines in the metropolis. The theme of the urban will continue into the following 
section, which will review ideas and literature particular to place and space, 
walking, dwelling and Non-Representational Theory (NRT). The later parts of the 
review focus on philosophical material pertaining to photography, phenomenology, 
technology and the body. 
 
By way of an introduction to these different approaches, there will be a brief 
debunking of the myths surrounding photographic machines (particularly notions of 
the body as machine) and their association to the philosophy of Descartes. The 
section will then turn to different ideas that link photography practice with 
phenomenology, focusing particularly on discussions relating to perception and 
touch. Finally the chapter will concentrate on ideas relating to technology and the 
body and the different and complex relationships found within these new 
technologies. Before this however the review will first venture into the past and 
examine the parallel growth of the city and photography.  
 
 
The growth of the city, the growth of photography  
 
Since the inception of the medium, photography has been used to document the urban 
experience. 
(Jacobs, 2006:108) 
 
By the ¶V photography had successfully become integrated into the modern 
age. The technology was now extremely advanced and exposures that would have 
taken several minutes 40 years earlier µwere now reduced to 1/5000th of a second¶ 
(Marien, 2002:168). In 1888, the first Kodak camera pre-loaded with film was used 
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by amateurs to take snapshots of daily family life. The spaces of private and public 
collided as people sent photographic postcards of themselves to one another 
(similar to the earlier Carte de Visites) summarising the duality of µisolation and 
visibility¶ (Lalvani, 1996:183) ever present in 19th Century society. 
  
Photography was abundant in advertising and newspapers, science and art; it was 
used to chronicle wars, for anthropological studies to capture native life in the 
colonies, for family and artistic portraiture as well as keeping a record of common 
criminals. The developing cities were also documented for photographic record too 
and µas major cities grew in size in the second half of the nineteenth century, 
extensive urban renewal plans were put into effect... photographic surveys were 
organised to record the architectural heritage doomed for destruction¶ (Newhall, 
1982:103). The Victorian era had witnessed numerous societal changes in Britain 
but the most rapid of these was the increase in population and powerful call of the 
city. 
  
The seeds of urban expansion were sown much earlier on, as Britain was still 
recovering from the impact of the French Wars and the depression that followed. 
The parliamentary land reforms, coupled with the increasing µcountryside class 
consciousness¶ (Bermingham, 1987:88) led to power divisions and increased 
poverty in the countryside, triggering mass revolts across rural England as late as 
1830, which meant many left the countryside to move to the now burgeoning 
cities. By the middle of the nineteenth century µthe economy and society of Britain 
became more extensively urbanised than ever before... spatial continuity was 
powerful¶ (Morris and Rodger, 1993:1). The increased industrialisation saw millions 
relocate to cities that soon began to sprawl far beyond their historical boundaries. 
 
At first µurban pride and identity were celebrated in an increasingly assertive series 
of public buildings, squares and statues¶ (ibid., 1993:8) soon however, the cities 
were becoming vastly overcrowded and were blamed as the cause of moral decay 
in society. Economist Henry George believed that µthe life of great cities is not the 
natural life of man and he must under such conditions deteriorate physically, 
mentally, morally¶ (cited in Hubbard, 2006:23) and by now µthe anti-urban tradition 
was well ingrained in the English mind... in the late nineteenth century the city 
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itself was seen as a consumer of men¶ (Dyhouse, 1978:81). It is no surprise then 
that despite this intense building period and the millions now living in urban 
dwellings, early professional photographers had, for a long time, ignored the 
cityscape as a viable landscape to photograph. Instead they chose the way of 
µPictorialism and its grander assumptions about making life an art¶ (Marien, 
2002:237). If photographers were to capture views of the metropolis, it was done 
through vast city panoramas which only served the perceptive needs of the 
burgeoning bourgeois and was a µcomponent in the organising of nineteenth 
century visual order¶ (Lalvani, 1996:183). Sennett (1994:323) comments that µthe 
QLQHWHHQWKFHQWXU\ZDVVSRNHQRIDVWKHDJHRI LQGLYLGXDOLVP« individual bodies 
moving through urban space gradually became detached from the space in which 
they moved and from WKHSHRSOHWKHVSDFHFRQWDLQHG¶. Rising up from this age of 
individualism however was the amateur photographic movement, which during this 
time began to flourish. The photographic surveys that began in earnest in 1885 
documented all areas of everyday life across the country including the destruction 
and rebuilding of cities: 
  
The amateur survey movement emerged from the confluence of two major but complex 
social shifts: first, a response to the sense of the ever accelerating change in the social 
landscape and the physical environment and the second, the massive expansion of 
photography as a pastime. 
(Edwards, 2012:2) 
 
Professional photographers in the early part of the 20th Century soon developed 
an interest in the city and those that dwelled in it, particularly the poor that were 
living in acutely deprived conditions. The movement of social reform photography 
(like that of photographer Lewis Hine) rebelled in many ways against the rampant 
individualism within the urban setting and instead pushed for reforms by 
employers and in law, for better working conditions and the abolishment of child 
labour1. These early work and city portraits were later embraced by a further 
generation of photographers and inspired much of the later documentary 
movement here and in America where the µacculturation to the modern metropolis 
coincided with the young medium of photography¶ (Ebner, 2008:192). 
                                                          
1
 )DPRXVO\'U%DUQDUGRLQWKH¶VXVHGSKRWRJUDSKVRIVRPHRIWKHFKLOGUHQOLYLQJLQKLVKRPHV
to fundraise for his charity and raise awareness of the poverty of hundreds of children in the East 
End of London.  
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By the end of the 19th Century, substantial changes had occurred in technology, 
society and the new urban development of cities such as Paris and London which 
µHQDEOHGWKHPRYHPHQWRIODUJHQXPEHUVRILQGLYLGXDOV« nineteenth century urban 
GHVLJQHUV« conceived of the city as arteries and veins of movement through the 
cities crowds¶ (Sennett:1994:324). Importantly, the newly designed city forms 
pushed a politic of urban order and the streets were too wide for the previous 
revolutionary blockades. Paris µbecame a uniquely enticing spectacle, a visual and 
VHQVXDO IHDVW« a unified physical and human space¶ (Berman cited in Urry, 
2002:125) where µconsumption, recreation and pleasure had been mapped into 
the city¶ (Pile, 1996:232). Into these new places stepped the Flâneur. 
 
  
The Flâneur 
Before gazing into the world of the Flâneur, there must be an explanation of why 
he is included in this review at all. A primary area of interest for this study is how 
photographers come to know and visualise the city before them. Although the 
Flâneur never used a camera he does represent a way of knowing the city through 
a conflicting duality of vision. At first there is a full engagement with his space that 
he intimately knows, through walking around it. However there is also a 
detachment, an insecurity that sees him never interacting with the people inside 
the city. 
 
These different forms and levels of interaction with the urban are of great interest 
to this study and there are some parallels with the photographers involved with 
and creating their own visual places, and the singular figure of the Flâneur 
engaging in his physical urban world.  
 
Sontag links Flâneurism and photography stating that µthe photographer is an 
armed version of the solitary walker reconnoitring, stalking, cruising the urban 
inferno¶ (cited in Urry, 2002:127). However outside of photography, elements of 
Flâneurism have also been used within a new media/cyber culture context, where 
web users have been likened to the Flâneur surfing µin a style of distracted 
attention¶ (Cullenberg cited in Lindgren, 2007). Lindgren goes onto state that a 
new interpretation of the Flâneur is necessary to contextualise it for the Web 2.0 
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era and its users. He believes that the Flâneur is a far more active figure rather 
than simply a passive onlooker and when walking in the city he µnot only feeds on 
sensory data takLQJVKDSHEHIRUHKLVH\HV« it is something experienced and lived 
through¶ (Benjamin cited in ibid.). This interpretation of Flâneurism is also aligned 
with the belief of this study, where photographers are active and engaged in the 
city around which they walk. The Flâneur endures as a lasting metaphor for urban 
engagement and has a continued impact into modern writing about the 
visualisation and knowing of the modern city (De Certeau, 1984; Buck-Morss, 
1991; Tester, 1994). Perhaps he is popular because µperception of the new 
qualities of the modern city had been associated, from the beginning, with a man 
walking, as if alone, in its streets¶ (Williams cited in Solnit, 2001:183). Before the 
concept of the Flâneur was the writing of De Quincey and Blake, who wrote about 
their habitual roaming of the city (ibid.). 
 
Hubbard understands that the Flâneur µis both a real figure who inhabited the 
modern city and as a metaphor for a particular mode of visual apprehension¶ 
(2006:102) and he remains µthe cities chronicler¶ (Ebner, 2008:188). He would µturn 
the street into a living room and commits an act of transgression which reverses 
an established distinction between public and private spaces¶ (Burgin, 1996:145) 
as well as becoming µemblematic of the transformation in the perception of modern 
subjectivity¶ (Lalvani, 1996:193). 
 
At the turn of the 20th Century, the figure of the Flâneur loiters in the shadows in 
most of the writing about the transformation of the city. The Flâneur knew the city 
by walking around it and inhabiting the bustling streets and arcades of Paris. He 
was alert to change and PRUH WKDQ D µSDVVLYH RU GHWDFKHG REVHUYHU¶ 5HHG
2008:401). He frequently gazed upon the life and movement in the metropolis as if 
there was µa kind of frenzied romantic love with the spectacle of the public¶ (Tester, 
1994:10). The Flâneur is RSHQ µWR µREMHFWLYH FKDQFH¶ D FDWHJRU\ RI FRQWLQJHQW
KDSSHQLQJVDQG WR WKHPHDVXUHPHQWRI WKHH[WHUQDOHQYLURQPHQW¶V LPSDFWXSon 
WKH ZDQGHUHU¶V VWDWH RI PLQG« to become DQ LQVWUXPHQW RI WKH PHWURSROLV¶
(Sheringham, 1996:86-105). However he was also µDQDPELYDOHQWILJXUH« terrified 
RIEHLQJVZDOORZHGXSE\WKHPDVVHV« he is in the streets but not of the streets¶ 
(Pile, 1996:230). 
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The Flâneur was not a part of the masses: he was an aloof, privileged gentleman 
who did not work and mostly spent his days promenading before µrepresenting the 
sights and sounds of [the city] in poetry, art or writing¶ (Hubbard, 2006:102). It is 
important to highlight here the notion (and difficulty) of gender in relation to the 
Flâneur too, as he had no female equivalent. Women during this time were 
confined to specific spaces of the city, such as the arcade shopping centres and 
department stores whilst the female prostitutes that did wander the streets, were 
there to be objectified or consumed. Solnit (2001:176) states that µa man of the 
streets is only a populist, but a woman of the streets, is like a street walker, a 
seller of her sexuality¶. 
 
There has been much direct criticism of the romanticism surrounding these 
characters, leading to the calls that the Flâneur is out of touch with modern 
understanding and consumption of city space (ibid.). However as Lindgren (2007) 
discussed earlier, there are some useful parallels to tease out regarding 
interaction and navigation in both the online and offline environments. There is no 
denying that there is a reflective nature to the modern writing about the Flâneur 
that is µharking back to nostalgia for a slower, more definite world¶ (Tester, 
1994:15).  For the moment nostalgia will be set aside and the Flâneur is offered as 
one interpretation of interacting with the landscape of urban space. Interlinked with 
these ideas and of interest to this study is the writing of Walter Benjamin. His 
reimagining of the metropolis through his Arcades project is where this review will 
turn to next.  
 
 
%HQMDPLQ¶VXUEDQGream  
Benjamin¶VArcades project is sprawling and complex, similar to the cities he was 
attempting to describe. The brave translators of the newest edition RI%HQMDPLQ¶V 
text describe it as µnot a conceptual analysis but something like a dream 
interpretation« [the project] is a blueprint for the unimaginably massive and 
labyrinth architecture« in effect a dream city¶ (Eiland and McLaughlin, 1999:ix±xi). 
Arcades is a substantial text and the newest edition runs to over 1000 pages of 
notes as well as prose, quotes and ideas pertaining to the culture and design of 
the Parisian Arcades which Benjamin saw as µthe most important architectural 
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form of the nineteenth century¶ (ibid.:ix). The work was never published by 
Benjamin and was thought to have been completely destroyed when he fled 
occupied France. The manuscript was later rediscovered but in a highly 
fragmented and confused state which is perhaps why the emphasis has been put 
on to the µdream OLNH¶ style of writing. 
 
For Caygill (1998:119), %HQMDPLQ¶V ZULWLQJ µexemplifies KLV VSHFXODWLYH PHWKRG« 
the city can only become an object of knowledge indirectly, obliquely reflected 
through the experience of other cities¶. This does, however, leave his writing open 
to criticism and Buck-Morss (cited in Gilloch, 1996:101) states that µany argument 
EDVHG >RQ %HQMDPLQ¶V work] is necessarily tentative due to its extremely 
ambiguous status as a text¶. 7KHVW\OHRI%HQMDPLQ¶VSUHVHQWDWLRQ LV ILWWLQJ WR WKH
world he was examining. 2QZDONLQJDURXQGWKHFLW\KHQRWHVWKDWµIor two hours, I 
walked the streets in solitude. Never again have I seen them so. From every gate 
a flame darted; each cornerstone sprayed sparks and every tram came toward me 
like a fire engine¶ (cited in Caygill, 1998:118).  
 
6WHZDUWGHVFULEHV%HQMDPLQ¶VXQGHUWDking as µa nomadic tracing of dream worlds 
still resonant in material things¶ (Stewart, 2007:6) whilst Thrift (2004:41) states that 
µWKH FXOWXUDO FRQVWUXFWLRQ RI WKH µGUHDP¶ VSDFHV RI WKH QLQHWHHQWK FHQWXU\ WKH
department stores, the hotels, the theatres... such spaces rapidly become the 
urban experience.¶ The arcades themselves are singled out by Benjamin as the 
µurban capillaries¶ (Sennett, 1994:332) and represent the µhall of mirrors¶ (ibid.) that 
Paris was said to have become, subsumed by a commodity culture only interested 
in surfaces and reflections. Howes (2005:286) notes that µthe primary mode of 
consumer culture was that of the visual display¶ and the era was awash with the 
µVSHFWDFOHRIPDVVSURGXFWLRQDQGK\SHU-visibility, a culture manifested by a vast 
DUUD\RISURGXFWLRQV¶(GZDUGV. 
 
When the Flâneur preened and paraded through Paris, he was both rejecting and 
consuming urban life. He KDGDGHVLUHWRµWXUQWKHERXOHYDUGLQWRDQLQWHULRU« the 
street becomes a dwelling for the Flâneur; he is as much at home among the 
IDFDGHV RI KRXVHV DV WKH FLWL]HQ LV LQ KLV IRXU ZDOOV¶ %HQMDPLQ FLWHG LQ 6HUOLQ
2009:200). Natural and artificial light flooded into the µJODVV URRIHG DUFDGHV«
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pulsing life concentrated in small, covered passageV ZLWK WKHLU VSHFLDO VKRSV« 
and surging clots of people¶ (ibid.) who were all keen to put themselves on display. 
  
Walter Benjamin was at heart an urbanite, and the city was a source µvital to his 
literary production¶ (Gilloch, 1996:2). Along with Paris, Benjamin wrote about 
Moscow, Berlin and Naples and µWKH PRGHUQ FLW\« its inhabitants and daily 
routines are a recurring set of themes iQ%HQMDPLQ¶VRHXYUH¶ (ibid.). For Benjamin 
though, city spaces represented the complex, fragmented emptiness of the 
modern experience in relation to the µeconomic production and the cultural sphere¶ 
(ibid.:134) which was typLILHG E\ %DXGHODLUH¶V earlier creation.Benjamin believed 
that Baudelaire was an important figure who µgave voice to the shock and 
intoxication of modernity; he is the lyric poet of the metropolis¶ (ibid.).  
 
The creation of the Flâneur and his gaze was in response to the fact that µno one 
felt less at home in Paris than Baudelaire¶ (ibid., 138) so the Flâneur represents 
the duality RI%DXGHODLUH¶V(DQG%HQMDPLQ¶V) relationship with the city believing that 
µwithin the banality and ugliness, poetry may be found¶ (Jacobs, 2006:109). The 
Flâneur was a consumer but was also consumed: although at first attracted to the 
city and the crowds, he would eventually be subsumed by the metropolis and the 
masses that inhabited it. 
 
The photograph was also very much a part of this new order and µthe mass 
production of images complemented the mass production of styled goods or 
imitations¶ (Howes, 2005:285) prevalent in the new consumer epoch accompanied 
by the µprogressive privatisation of sensation¶ (ibid.:287). However the photograph 
also made the private more visible and µthe age of photography corresponds 
precisely to the explosion RI WKH SULYDWH LQWR WKHSXEOLF¶ (Barthes, 1982:98). This 
slippage between the public and the private meant that the city itself began to 
have a dual existence for day and night. Thanks to the new urban design of 
London, µthe street was made into a means of escape from the urban centre¶ 
(Sennett, 1994:332) rather than a place to linger, and the newly designed 
underground transport system would see that people µworked, shopped then left 
for home¶ (ibid.). Later on Jacobs (2006:117) describes how this legacy lingers on 
into the end of the 20th Century and the µpost-urban where the city centres have... 
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evolved into mono-functional zones of office districts, gentrified residential 
neighbourhoods and historical and cultural enclaves¶ 
 
At this point many professional photographers decided to turn their eye away from 
the city, preferring the comfort of the studio. One photographer that did chronicle 
the crumbling architecture and empty streets was Eugene Atget, who would later 
inspire the Surrealist movement as well as the documentary photographer, Walker 
Evans. µ$WJHW ZDV D SKRWRJUDSKHU WKDW URDPHG 3DULV DQG LWV HQYLURQV« KH
resisted the fashionable Pictorial photographic style and compiled clear, objective 
LPDJHV ZKLFK KH FDOOHG µGRFXPHQWV¶¶ (Marien, 2002:292). For Benjamin, Atget¶V
photographs acted as a µfurther expression of modern alienation¶ (Jacobs, 
2006:111) the emptiness of the city representing how disconnected urbanites had 
become with their space and each other at the turn of the century. The later 
American documentary movement would chronicle this problem in rural as well as 
urban areas on a much larger and bleaker scale. 
  
Benjamin believed that through a reflexive mode, the experience of the city µwas 
not only geographical but temporal¶ (Caygill, 1998:119) and the Arcades project 
was really an effort to know the city and its labyrinths better, to understand its 
workings from the inside whilst gazing out. Later µBenjamin describes how through 
historical changes in modes of perception, definitions of reality can change too... 
he explains how photography changes the way people see¶ (Light, 1999:123). 
Benjamin viewed the city µnot with a disembodied eye, but with an active, tactile 
and optical perception¶ (Shaw, 2008:18). This is important because Pink 
(2008a:180) believes that µthere is in fact a case for re-thinking both Flânerie and 
urban ethnography as a multi-sensorial form of engagement, rather than simply in 
terms of vision¶. 5HHGDOVRFLWHV%HQMDPLQ¶VZRUNDVLPSRUWDQWZLWKLQWKHFRQWH[WRI
urban theory: 
  
Benjamin asserted that the fleeting and fragmentary nature of [the city] personality might 
still be captured through what he called Denkbilder RU µWKRXJKW-LPDJHV¶ snapshot 
reflections of urban life (Gilloch 1996: 38). Using this method, he put forward preliminary 
FKDUDFWHULVWLFV IRU WKRVHSODFHVKHYLVLWHG« rather than attaining distance in the hope of 
providing a scientific description of the city, Benjamin argued that the sketch writer must 
seek proximity, show attentiveness to those things that might enable enlargement and 
illumination. 
(Reed, 2008:404)  
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The important part of %HQMDPLQ¶V process was the layering of urban knowledge. 
Navigating around the city and showing attention to its many different parts 
enabled Benjamin to develop a way of knowing or further enhancing knowledge. 
For some, the city may have its own distinctive personality however as a 
landscape it is also created by those that dwell inside it, Ingold (2000:198) stating 
that µthanks to their solidity, features of the landscape remain available for 
inspection long after the movement that gave rise to them has ceased¶.  
 
Photography additionally allows us to follow the traces of the cit\¶s historical 
landscape as captured by those who were there. The µFDPHUD¶VH\HHQDEOHVXVWR
observe the Victorian city from almost its earliest years and to catch all its nuances 
in its prime¶ (Martin and Frances, 1973:241). There was certainly plenty to gaze 
upon as the shifting landscape of the city had been completely transformed in the 
Victorian era, from its inhabitants and its inner workings, as well as the 
architecture.  
 
Alongside these changes was a technological and visual revolution, which flanked 
the scientific interest in the physiology of the ocular, leading to the boom of the 
photographic industry that is still with us. However the gradual impact of industry, 
mechanisation, standardisation and its µauguring with the dominion of the masses¶ 
(Marien, 1997:169) created some disdain amongst artists and practitioners. At the 
end of the Victorian era the practice of photography was revealed to have a deeply 
paradoxical core:  
 
7KH LGHD RI SKRWRJUDSK\ EHFDPH VDWXUDWHG ZLWK HDUO\ PRGHUQLVP¶V PHODQFKoly and 
disillusionment with the course of science. Concurrently, photography embraced the 
concepts of manageable social progress and the viability of human innovation. At the 
FHQWXU\¶V HQG SKRWRJUDSK\ ZDV ERWK HOHJLDF DQG SURJUHVVLYH ± a Janus figure, gazing 
forward and backward. 
(ibid.:168) 
 
Photographers today are still looking forward and back, exploring the Victorian city 
that still remains relatively intact whilst connecting with different online spaces 
where these cities are newly recreated, built out of the images they capture.  
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An interesting idea is presented by Light, who explains that µLQ VRPH VFKRROVRI
thought an architecturally correct copy of an ancient architectural feature was 
considered to be as good as, or even better then, the real thing¶ (Chitty cited in 
Light, 1999:117). By the end of the era, Victorians had fully embraced the idea of 
copies and reproduction. Arcade windows were crammed with mass produced 
goods for thousands of discerning consumers. The new architecture around the 
British cities of London, Newcastle and Liverpool copied heavily from a diverse 
range of eras.  
 
The rich inhabitants of these cities were indeed walking around in versions of 
architectural dream worlds as the old styles were grafted onto new buildings, 
which represented the industrialism, imperialism and power of the new Victorian 
era. This review will now move to explore the city in more depth, looking at its 
inhabitants and their interactions within the metropolis. 
 
  
Machines in the metropolis 
At the end of the Victorian era, both consumers and Flâneurs paraded around 
various µtemporal labyrinths¶ (Caygill, 1998:119) where µWechnology subjected the 
human sensorium to a complex kind of training¶ (Benjamin cited in Shinkle, 
2008:907). Architecturally, the Victorian legacy still strongly remains in the cities of 
Sunderland and Newcastle however the nature of their habitation and design has 
changed considerably over the past 150 years. Whilst this study will not provide an 
extensive historical review relating to these changes, it would nonetheless be 
useful to highlight some developments in the technology of modern life and its 
impact upon the city dwellers experiences. For a deeper philosophical 
underpinning regarding the city, the review will later turn to the work of Nigel Thrift 
and Tim Ingold, discussing in more depth NRT in the context of dwelling in the city. 
 
)URP WKH HDUO\ µVWUHHW¶ HWKQRJUDSKLHV RI WKH &KLFDJR 6FKRRO WR 6RMD¶V 
µWKLUGVSDFH¶ the simulations RI%DXGULOODUG¶V/RV$QJHOHVDQG2OGHQEXUJ¶V99) 
YDULRXV µJUHDW JRRG SODFHV¶ urban space and its wider meanings, character and 
impact have been closely analysed across disciplines. Yet whilst the spaces 
themselves are frequently interpreted and analysed, the different ways people 
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inhabit and use urban space has often been absent. Narratives focus instead on 
µthe decline of cities and tell of a decline of reality and of its replacement by 
simulations... linked to commentaries on the rise of virtual spaces¶ (Light, 
1999:120). Reed (2008:396) concurs stating that µmany contemporary urban 
WKHRULVWV« argue that cities are becoming harder to locate, rapidly losing their 
materiality in the collapse of the distinction between urban and rural and the 
introduction of transnational flows and networks¶.  
 
Light later goes on to argue that there has been an overstated nostalgia by 
academics about the city (an accusation also made against De Certeau) and 
identifies the role of technology and particularly the internet, in µstrengthening 
spatial ties¶ (Light, 1999:128) rather than eroding them. Reed (2008:396) remarks 
upon how the city impacts upon on internet usage, concluding that µoften bloggers 
are surprised by the force and distinction with which urban setting or environment 
asserts itself¶. Technology and the city dweller have long been intertwined and at 
the beginning of the 20th Century Simmel stated that: 
 
The emergence of public transportation in the nineteenth century (buses, rail coaches and 
trams) led to a new way of gazing at the fellow urbanite. Thus, before the entry of these 
PRELOLW\ WHFKQRORJLHV WKH XUEDQ GZHOOHU ZDV QRW DEOH WR RU µIRUFHG¶ WR ORRN DW her or his 
fellow consociate for minutes (even hours) without speaking and communicating. 
 (Simmel,1908 [1998] cited in Jensen, 2006:150) 
 
Later still, Bull (2000) explored this argument in more depth, detailing how iPod 
users utilize their own personal technology in various tactical urban avoidance 
strategies. One of the most transformative forms of technology though (in terms of 
urban dwelling) in modern times, has been the motor car: 
 
Contemporary global cities and cities in general remain primarily rooted in and defined by 
automobility as much as by newer technologies. Thus, to understand the ways in which 
social life might be reconfigured by new technologies of information and communication 
will require that social analysts take seriously their relation to the car. 
(Urry, 2000:737).  
 
Sheller later translates these concerns into thinking about our emotional 
connection with driving in general and urges us to explore in a deeper way our 
attachments within society to the automobile and µfollowing Nigel Thrift we could 
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FRQFHLYHRI µQRQ-cognitive thought as a set of embodied dispositions (µinstincts¶ if 
you like) which have been biologically wired LQ RU FXOWXUDOO\ VHGLPHQWHG¶¶ 
(2004:225). Thrift H[SDQGVRQ'H&HUWHDX¶Vwriting on pedestrian navigation in the 
city, with an interesting discussion on driving; an area he believes is neglected by 
De Certeau. Urry (2000) also remarks upon the lack of research on the car within 
the urban environment.  
 
Thrift utilises driving studies by Katz to underline the µembodied practices of driving 
and passengering¶ (2008:77) and writes that driving is becoming µmore closely 
wrapped up in the body via software and ergonomics... the car becomes a world in 
itself¶ (ibid.:85). There are many parallels to be found in the descriptions of the car 
and the camera. When automobility is described as µa complex amalgam of 
interlocking machines, social practices and ways of dwelling¶ (Sheller and Urry, 
2000:739) photographic practices could also be described in a similar way. Thrift 
(2008:80) asserts that µpractices of driving and passengering are both profoundly 
embodied and sensuous experiences¶ which also links to discussions regarding 
the camera and the body. 
  
Urry (2007:38) also states that in fact µthe driver¶s body is disciplined to the 
machine with eyes, ears, hands and feet all trained to respond instantaneously 
and consistently¶. In a similar manner, when they are out with their camera, 
photographers are using all parts of their body, reacting to their senses and their 
everyday environment. Taking a wider perspective, this study believes that 
µemotional cultures are deeply intertwined with material cultures and technologies¶ 
(Sheller, 2004:230) and that photographers are just as emotionally connected to 
their camera, as the driver is to the car. Cars and our driving habits have been 
criticised by many urban theorists and human geographers (Urry, 2000, 2007). 
Adams (2005:102-106) particularly cites the prolific automobile culture as the main 
reason for the civic divides within the American city:  
 
Various forums of public discussion and dialogue in cities of the past, as flawed as they 
were, are increasingly being replaced by a kind of urban-scale aquarium in which vehicular 
cyborgs swim about... [they] roll about the urban landscape...a handful of pedestrians 
scurry in the gutters. 
.  
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Whilst the pleasure of car driving may be derived by disconnecting from the 
outside environment, the opposite can be said for photographers within the same 
space as carrying a camera actively encourages a direct engagement with the city. 
Historically, there has always been a mechanical and technological presence 
within the urban space. City dwellers past and present have become accustomed 
to technology from the early introduction of electricity and the car, to iPods and the 
internet, satnavs and hand held GPS devices. Inhabitants of the city interact with 
these technologies as part of numerous orientation strategies, Willem (2007) 
noting that µutterly complex systems can be integrated in our lives and they can be 
experienced as uncomplicated ingredients of everyday life.¶ More recently this has 
extended into the virtual city space, Adams poetically describing that: 
 
The process of growing up human now involves in most cases a restless crisscrossing of 
the border between physical space and virtual space. Identity is pieced together from 
experiences in both worlds, and, as when children carry mud and leaves into the house on 
the soles of their shoes, then return to the yard with toys in their hands, this boundary 
crossing is also boundary blurring. 
(emphasis in original, 2005:17) 
 
As city dwellers become more accustomed to technology within their everyday 
lives, the representation of the city and its boundaries have slipped with ease into 
the virtual realm, SHUKDSV EHFDXVH µthe general concepts of path, edge, district, 
node and landmark that people have long used to structure understanding of the 
physical landscape can be appliHG LQ YLUWXDO VSDFHV¶ ibid.). This review will now 
turn to discuss place, straddling both online and offline realms, to offer a brief 
outline of its uses and meaning in this study.  
 
 
The meaning of place: a brief expedition  
The Mississippi Delta was shining  
Like a National guitar  
I am following the river  
Down the highway  
Through the cradle of the civil war  
I'm going to Graceland  
Graceland  
In Memphis Tennessee  
I'm going to Graceland  
 
(Paul Simon, Graceland) 
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,Q3DXO6LPRQ¶VVRQJDPXVLFLDQDQGKLVVRQPDNHDSLOJULPDJHWR*UDFHODQGWKH
preserved home of Elvis Presley. Simon considers Graceland a spiritual place that 
is imbued not only with the spirit of Presley, but also a place that strongly 
embodies the Southern state of mind, its history, its music and even landscape. In 
this short verse he cleverly ties together everything identifiable about the American 
Deep South as a place: the snaking Mississippi cutting through the many historical 
sites of war and poverty that eventually leads to the music and the riches of 
Presley. Simon likens his trip to a holy journey and there are numerous other 
examples of places (not only in a religious context) being more than simply bricks 
and mortar: they have a meaning and a significance which is deeply embedded in 
our everyday life. 
 
Places do not have to be buildings though, the verse here describes the car, the 
delta and the city as different locations as well. Solnit also highlights an alternative 
perspective on place when describing an ancient Californian tribe. The Wintu 
people did not describe themselves and their bodies in terms of left and right 
instead: 
 
TKH\XVHWKHFDUGLQDOGLUHFWLRQV>HDVWZHVW@«WKHVHOIRQO\H[LVWVLQUHIHUHQFHWRWKHUHVWRI
WKHZRUOGQR\RXZLWKRXWPRXQWDLQVZLWKRXWVXQZLWKRXWVN\«LQ:LQWXLW¶VWKHZRUOGWKDW
is stable, yourself that is contingent, that nothing is apart from its surroundings. 
(Solnit, 2006:17) 
 
In these two examples, where people and places have become inseparable, it is 
clear that people both shape and are shaped by the places they visit and inhabit. 
The need to make and be in places is also a vital part of human nature. Places are 
personal, created and brought to life through routines and the people that live, 
dwell and visit them. Certainly LI µORFDWLRQ LV&DUWHVLDQ LW LV WKDWZKLFKFRPSXWHG
Place is what is experienced, it is a living thing.¶ (Churchill, 2010:66). Places are 
complex, unique, ubiquitous and vital to our everyday life so much so that µDQ
LQGLYLGXDO LV QRW GLVWLQFW IURP KLV SODFH KH LV WKDW SODFH¶ 0DUcel cited in Relph, 
1976:43). Relph is perhaps a problematic example in this instance however, as he 
later argues in the same text that in modern life we are µplaceless¶WKDQNVPDLQO\WR
µPDVV FRPPXQLFDWLRQ¶ WHFKQRORJ\ D SRVLWLRQ to which this study is naturally 
opposed (for further discussion see Moores, 2012). 
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The idea that our understanding of place is negatively impacted upon by 
technology was later taken up by other media theorists, Meyrowitz (1985) and then 
Scannell (1996), the latter instead arguing for a doubling of place rather than its 
erosion by mass media. Place is undoubtedly a highly contested and problematic 
concept (Cresswell, 2004), often loaded with meaning and significance and used 
in a multitude of ways. This review does not intend to repeat the long debates 
relating to place (Gieryn, 2000; Gunn, 2001; Urry, 2004b; Hubbard, 2005) and its 
various historical definitions and uses. However it is important to note that most 
examples of place are primarily defined as physical location. A wider definition is 
then required as discussions turn to the online realm and the routines that lie 
within. 
 
The early work of Tuan (1977) makes some inroads to this end and he broadly 
QRWHV WKDW µwhen space feels thoroughly familiar WR XV LW KDV EHFRPH SODFH¶ 
(1977:73). This wider definition is connected to 7XDQ¶V ODWHU ZRUN (2004) on his 
abstract ideas relating to where places can be situated. For him they can be found 
anywhere from an armchair, to a photograph and a film (in his own example, Gone 
with the Wind). For Tuan, temporality also extends into the image, where 
µSKRWRJUDSKVSURPRWHRXUVHQVLWLYLW\WRSODFH± RXUVHQVHRISODFH« they are also 
VXUURJDWHSODFHVLQWKDWZHFDQYLVLWDQGUHYLVLWWKHP¶ 
 
Whilst the notion of surrogate places is controversial from a phenomenological 
perspectivHZKDWFDQEHDSSUHFLDWHGLV7XDQ¶VYLHZWKDWSKRWRJUDSKVFDQIXQFWLRQ
in an alternative way to a simple object. His work points to a new direction, that 
places can be more than just a location. Massey (2005) views place as a 
µFRQVWHOODWLRQ RI SURFHVVHV« unbounded and constituted throuJK PRYHPHQW¶
(Pink, 2011b:93). The work of Ingold (2000, 2007, 2008, 2011) is also of 
importance and worth mentioning here precisely because his approach to place is 
so distinctive. Ingold (2008:1808) believes that places are brought to life through 
practice and movement: we are wayfarers not navigators as we move through the 
world: 
The body, I contend, is not confined or bounded but rather extends as it grows along 
multiple paths of its entanglement in the textured world. Thus to be, I would say is not to be 
in place but to be along paths. 
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,I SODFHV DUH µQHYHU ILQLVKHG EXW DOZD\V WKH UHVXOW RI SURFHVVHV DQG SUDFWLFHV¶
(Cresswell, 2004:37) of the people that inhabit them, then Flickr can be conceived 
of as a place. It is visited in a regular, habitual way by users who intimately know 
their way around its environs. ,QGHHGµvirtual spaces, created with concerns about 
the physical environment, are not dissociated from place. Nor are they 
cyberspaces of retreat... online relationships can be strong and may continue 
RIIOLQH¶ /LJKW  In the context of this study, the routine way that 
participants interact with and find their way around Flickr confirms the idea that 
µSDUWLFXODU PHGLD HQYLURQPHQWV KDYH EHFRPH PHDQLQJIXO SODFHV¶ 0RRUHV and 
Metykova, 2010:185) in their own right. Pink (2011b:101) takes this idea further, 
VWDWLQJ WKH SRWHQWLDO IRU SKRWRJUDSK\ SUDFWLFH WR EHFRPH DFWLYHO\ µHQJDJHG LQ
ecologiHVRISODFH¶DGLVFXVVLRQto which this work will later return. 
  
Miller and Slater (2000) sought to rethink notions of online and offline place within 
their ethnographic study of internet use in Trinidad where WKH\ µTXHVWLRQHG WKH
assumptions of the virtuDODQGWKHHYHU\GD\RUPDWHULDODVGLVWLQFWUHDOPV¶/LVWHU
et al., 2003:221). Later still, studies of online interactions highlighted the social ties 
and behaviour that binds online and offline places (Kendall, 1999, 2002). The 
caveat here is that online and offline places are experienced in different ways by 
users but I am not saying that exploring around the city on foot is similar to 
accessing the same place on Flickr. There are, however, points where the online 
and offline intersect and crossover in terms of use and movement. This review will 
now move back into the urban place and the entwining that takes place there 
EHWZHHQ µhumans, tecKQRORJLHV FXOWXUHV DQG QDWXUHV¶ (Thrift cited in Larsen, 
2008:145) and examine in more detail non-representational theory (NRT).  
 
 
 The city and NRT 
 
We must synthesise past and present experiences of our spatial environment with beliefs 
and expectations about places as yet unvisited and or never to be visited. We must 
accommodate our worlds of fantasy and imagination. 
(Downs and Stea, 1977:4) 
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Ingold (2000:60) LQVLVWV WKDW µHQYLURQPHQWV DUH FRQVWLWXWHG LQ OLIH QRW MXVW LQ
WKRXJKWDQGLWLVRQO\EHFDXVHZHOLYHLQDQHQYLURQPHQWWKDWZHFDQWKLQNDWDOO¶
In this study, thinking differently about their everyday environment comes naturally 
to photographers and interlaces completely with the philosophy of NRT, where the 
notion of exploring the imaginative in the everyday is of great interest to Nigel 
Thrift, 157¶V main exponent. µMuch of what actually characterises everyday life ± 
the creative moments arising out of artful improvisation on the spur of the moment 
± will still continue to opaque to systematic surveillance: there will still be 
VWUDQJHQHVV LQ WKH FRPPRQSODFH¶ (Thrift, 2008:87). NRT developed as an 
alternative approach to understanding how places are interacted with, by those 
who inhabit them and it µboosts the content of bare life, making it more responsive, 
more inventive and morHRSHQWRHWKLFDOLQWHUYHQWLRQV¶ (ibid.:22). 
  
Before an exploration of NRT and connecting philosophies can begin, a short 
explanation is required into how it can be applied to this study in a meaningful 
way. 157 UHODWHV PRUH JHQHUDOO\ WR µD VRFLDO RQWRORJ\ RI SUDFWLFH WKDW LV DQ
account of social life maintaining that human lives hang together through a mesh 
of interlocked pracWLFHV¶ 6LPRQVHQ  157 KDV EHHQ utilised to 
understand movement and everyday life in a diverse section of activities from 
dance, to film studies and driving. As an approach it was developed to counter the 
IRFXV RQ µV\PEROLF UHSUHVHQWDWLRQ¶ (Thrift, 1996:6) within cultural geography. For 
Thrift µLW LVDERXWSXWWLQJ WKHSURFHVVHV LQWR VRFLDO OLIH LQD UHDOZD\« WDNLQJ WKH
VWDWLFRXWRIFXOWXUH¶7KULIW and NRT is also interested in exploring the 
imaginative and unexpected in everyday life. 
 
One key element of photographic practice is finding the unexpected within the 
familiar, noticing the unnoticed and bringing it to the attention of others. This also 
extends to the online environment, bringing these unexpected moments and 
encounters to the surface for others to view. Thrift (2003:100) believes that images 
WKHPVHOYHVDUH µDNH\HOHPHQWRIVSDFH¶DQGVKRXOGEHVHHQDV WRROVDVSDUWRI
WKHHYHU\GD\ µSUDFWLFHRIVHHLQJ¶ ibid.:102). This highlights another useful strand 
of NRT, its IRFXVRQ µpractices«WKURXJKWKHHVWDEOLVKPHQWRIFRUSRUHDO Uoutines 
and specialized devices¶ Thrift, 1996:8). Interestingly Schwartz and Ryan 
(2003:18) H[WHQG WKLV DUJXPHQW WR SKRWRJUDSKV H[SODLQLQJ WKDW µWR H[SORUH
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photography and the geographical imagination is to understand how photographs 
were and continue to be, part of the practices and processes by which people 
FRPHWRNQRZWKHZRUOGDQGVLWXDWHWKHPVHOYHVLQVSDFHDQGWLPH¶ 
 
In many disciplines, the main focus has been on the visual or explicitly on 
photographers as image makers. Thrift (2010:186) challenges this position saying 
WKDWµRIFRXUVHYLVXDOLVLPSRUWDQWEXWLW LVRQO\RQHRIWKHUHJLVWHUVWKURXJKZKLFK
SHRSOH VHQVH WKLQJV DQG LQ VRPH FDVHV LW FOHDUO\ LV QRW WKH PRVW LPSRUWDQW¶
Lorimer (2005:84) HORTXHQWO\H[SUHVVHVWKDWµZLWK157WKHIRFXVIDOOVRQKRZOLIH
takes shape and gains expression in shared experiences, everyday routines, 
fleeting HQFRXQWHUV HPERGLHG PRYHPHQWV« unexceptional interactions and 
VHQVXRXVGLVSRVLWLRQV¶. Studying practices online and offline within the framework 
of NRT offers DULFKHUXQGHUVWDQGLQJRIKRZµUHSUHVHQWDWLRQVDUHDSSUHKHQGHGDV
performative in themselvesDVGRLQJV¶'HZVEXU\et al., cited in Wylie, 2007:164).  
 
The notion of everyday worlds crossing over and interacting is of great interest to 
this study, ZKHUH µQHZ WKLQNLQJ DERXW SODFH DQG VSDFH LQYROYHV WU\LQJ WR
understand the gaps in the rhythms of everyday life through which new 
SHUIRUPDQFHVDUHDEOHWRSDVV¶7KULIWFlickr is a world that is continually 
shifting and being rebuilt through new images, groups and interactions between 
members. The worlds of online and offline are not sealed off from one another but 
DUH µDOZD\V PRYLQJ DQG FKDQJLQJ DQG PXWDWLQJ DQG FRPPXQLFDWLQJ¶ 7KULIt, 
2010:187). It is this recognition of movement and the lived-in element that makes 
the NRT approach appealing, particularly when linked to later phenomenological 
discussions. 
  
Thrift (1996:7) states that µnon-representational modes valorise all of the senses, 
not just the visual, and their procedures are not modelled solely on the act of 
looking¶. NRT does not reject the visual outright but instead understands there are 
other ways of knowing the world. Within the discipline of media and photography 
studies, the main focus of various academic authors has mostly been on 
photographers as image makers (Marien, 2002; Wells, 2004). 
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Using the example of Polaroid photography, Buse (2010:203) writes that:  
 
The µ[Photographic materialists] do not take account of HTXDOO\ µPDWHULDO¶ SKRWRJUDSKLF
practices where the photo object itself may QRWEHZKDWLVPRVWLPSRUWDQW«as in the case 
of the process of Polaroid image-PDNLQJZKLFKLVDVRUWRISKRWRJUDSK\RIµDWWUDFWLRQV.¶ 
 
He goes onto argue that it was the active participation in the instantaneous 
moment that made the Polaroid popular, rather than the often low quality image 
that resulted from it2. Following on from this idea Larsen (2008:143) importantly 
concludes that:  
 
Photographing is absent from most theory and research that jumps straight from 
photography to photographs. They directly go to the representational worlds of 
photographs and skip over their production, movement and circulation. The diverse hybrid 
practices and flows of photography are rendered invisible. 
 
Larsen goes on to eloquently highlight the limited way in which photography is 
often discussed in his area of tourism studies, which is seen by Urry as µcrucial in 
the development of tourism¶ (2002:130). Indeed there is an µultimate inseparability 
from tourisP¶V JHQHUDO FXOWXUH DQG HFRQRP\¶ (Osborne cited in Urry, 2002:130) 
and photography. Larsen goes on to conclude that µWR VWXG\ KRZ GLJLWDO
photography is performed in practice we can learn from non-representational 
JHRJUDSK\¶ (Larsen, 2008:146). This study considers photographic practice in a 
similar way to Larsen, to understand more fully the meanings and actions of 
photographers within the everyday urban world. Thrift (2008:25) VWDWHVH[SOLFLWO\µI 
believe that history is one long stumble into the unknown, and it cannot be tied 
down and ordered in the way most social theorists imply with their too neat 
WKHRULHV¶. 
  
Instead of overtly theorizing, NRT openly engages with a more phenomenological 
approach and EHOLHYHV µit is [the] multifarious, open encounters in the realm of 
SUDFWLFH WKDW PDWWHU WKH PRVW¶ /RULPHU . A fundamental part of this 
research is to focus on the doings of the photographer rather than their final 
(photographic) representations for example, the photographer using anGµWKLQNLQJ
ZLWKWKHHQWLUHERG\¶ (Thrift, 1996:7). 
                                                          
2
 There is still a market for Polaroid photography in the digital age and some companies have 
started to produce the polaroid film thanks to internet campaigns see: http://www.the-impossible-
project.com/ (Accessed 14th October, 2010)  
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MacDougall (2006:2-3) states that:  
 
There is always tension between these two ways of seeing, between our consciousness of 
meaning and of being...there is an interdependency between perception and 
meaning...meaning is produced by our whole bodies, and any images that we make carry 
the imprint of our bodies. 
 
These ideas also link to earlier discussions on place and Flickr, as Wylie (my 
emphasis, 2007:164) goes on to say that:  
 
TKHDFWRI UHSUHVHQWLQJ« is understood [by NRT] to be in and of the world of embodied 
SUDFWLFH DQG SHUIRUPDQFH UDWKHU WKDQ WDNLQJ SODFH RXWVLGH RI WKDW ZRUOG« or to put this 
another way, the world is understood to be continually in the making. 
 
 
Urban entanglements 
NRT is particularly interested in everyday urban life where µcities can be seen as 
UROOLQJ PDHOVWURPV RI DIIHFW¶ (Thrift, 2008:171). There is an on-going fascination 
with the metropolis, the urbanites that dwell inside and the paths and rhythms that 
they both create and follow. Merleau-Ponty (cited in Frers and Meier, 2007:2) 
VWDWHVWKDWµencountering an urban place, one feels the materiality and atmosphere 
ZLWK DOO WKH VHQVHV DQG SRWHQWLDOV RI RQH¶V RZQ ERG\ ZLWK RQH¶V FRUSRUHDOLW\¶. 
Adams (2005:105) explains that cities are mapped by boundaries and exist as 
places where: 
 
EGJHVDUHIXQGDPHQWDOHOHPHQWVRISHRSOH¶VPHQWDOLPDJHRIWKHFLWLHVLQZKLFKWKH\OLYH
along with landmarks, nodes, paths, and districts. Some edges lie like across urban space 
OLNHDJUHDWULIWEHWZHHQSDUWVRIWKHFLW\RWKHUVDFWDVDµXQLWLQJVHDP¶ [that bring] parts of 
the city together. 
 
For Amin and Thrift (2002:157), the city offers µunexpected interactions, so 
continuously in movement, that all kinds of small and large spatialities continue to 
provide resources for political invention as they generate new improvisations and 
force new forms of ingenuity.¶ Their later discussions on the city focusses on how 
µwe negotiate the city through used tracks and construct imaginaries around them¶ 
(ibid.) echoing ,QJROG¶Vpaths and µtangled lifelines¶ (2008:1803) that can be found 
within the urban environment. Indeed, movement and tactics within the city it is a 
common theme throughout the writing by NRT theorists and many others (De 
Certeau, 1984; Bull, 2004; Hubbard, 2006).  
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Pink (2008:179) states WKDWµ,QJROG¶VIRFXVRQSDWKZD\VLVSDUWLFXODUO\UHOHYDQWIRU
understanding the urban tour, since it permits an analysis of how the making of 
routes is imSOLFDWHG LQ WKH PDNLQJ RI SODFH¶. Ingold¶s work has echoes of the 
pioneering work by Lynch (1960) who described the importance of paths to city 
dwelling, stating that µpaths are the channels along which the observer 
FXVWRPDULO\ RFFDVLRQDOO\ RU SRWHQWLDOO\ PRYHV« people observe the city while 
moving through it, and along these paths the other environmental elements 
[edges, districts and nodes] are arranged and related¶ (1960:47).  
 
/\QFK¶Vearly discussions about possible new approaches within urban and human 
geography, as well as other linked disciplines such as cartography and 
geovisualisation led to a greater interest in cognitive mapping which µrefers to a 
process of doing: it is an activity that we engage in rather than an object that we 
have. It is the way in which we get to grips with and comprehend the world around 
us¶ (Downs and Stea, 1977:6). Today associated discussions on wayfinding 
strategies µrelate WRWKHSURFHVVRIIRUPLQJDPHQWDOSLFWXUHRIRQH¶VVXUURXQGLQJV
based on sensation and memory¶ (Gibson, 2009:14) and continue to highlight the 
importance of environmental experience. 
 
What must be noted here however is the complete rejection of the mental mapping 
PRGHOE\,QJROGDQGRWKHUDQWKURSRORJLVWVZKREHOLHYHWKDWZD\ILQGLQJLQµLWVGD\-
to-GD\ IRUP LVEDVHGRQKDELW DQG IDPLOLDULW\ OLQNHG WRDFWLYLWLHVDQGSHUFHSWLRQV¶
(Istomin and Dwyer, 2009:30). More generally, wayfinding has become an 
important research area within the disciplines of architecture and graphic design, 
where the everyday life, function and experiential quality of buildings and objects 
are taken into account. The limitations of this study mean discussions into 
wayfinding cannot be expanded3. Earlier discussions on Benjamin highlighted his 
interest in the µtracing of [urban] nomadic dream worlds¶ (Stewart, 2007:6) and 
knowing the city through the footsteps of the Flâneur. 
 
 
 
                                                          
3
 There is potential here for expansion by media studies and collaboration with urban geography and 
cartography, where way finding and the role of media in everyday navigation strategies could be combined.  
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De Certeau (cited in Thrift, 2008:76) notes that: 
 
Practitioners employ spaces that are not self-aware; their knowledge of them is blind as 
that of one body for another, beloved, body. The paths that interconnect in this network, 
strange poems of which each body is an element down by and among many others, elude 
being read. 
 
'H&HUWHDX¶Vwork on habitation within the city and everyday tactics of those who 
live there indicates that µother kinds of spatial knowings are possible¶ (Thrift, 
2008:77) and that it is through µkinesthetic investments (such as walking, bicycling, 
riding a train or being in a car) [which] orient us toward the material affordances of 
the world around us in particular ways« [T]hese orientations generate emotional 
geographies¶ (Sheller, 2004:228). In particular, walking has stimulated the 
imaginations of writers, poets and philosophers and µa century of peripatic walking 
literature romanticised the walker as one who thinks and perceives differently, 
positioning himself or herself outside the flow of history¶ (Adams, 2005:111).  
 
Perhaps this is because walking µis not simply something we do to get from one 
place to another, but it is itself a form of engagement integral to our perception of 
an environment¶ (Pink et al., 2010:3), an µactivity that creates space to both 
imagine and experience, at the same time¶ (Vaughan, 2009:317). Walking is also 
of interest here due to its association with place making alongside the 
phenomenological emphasis of the µengagement of the body and the mind with the 
world, of knowing the world through the body and the body through the world¶ 
(Solnit cited in Vaughan, 2009:316). 
  
It is particularly Ingold¶V ideas surrounding µGZHOOLQJ¶which become a useful way to 
approach how people are entwined within their everyday environments: µat its most 
intense, the boundaries between person and place, or between the self and the 
landscape, dissolve altogether¶ (Ingold, 2000:56). Bendiner-Viani (2005:469) cites 
6DHJHUW¶VLQWHUSUHWDWLRQRIGZHOOLQJDVµan active making of a place for ourselves in 
time and space... the most intimate of relationships with the environment¶. Here 
different experiences count towards µthe rich, intimate ongoing togetherness of 
beings and things which make up landscapes and places, and which bind together 
nature and culture over time¶ (Cloke and Jones cited in Wylie, 2007:157). The city 
surrounds the photographer and so the natural response is to µSLFWXUHLW¶DVDZD\
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of negotiating a place of their own within the crowded city. A key aspect of dwelling 
IRU,QJROG LVWKDW µWKURXJKOLYLQJ LQ LW ODQGVFDSHEHFRPHVDSDUWRIXV MXVWDVZH
DUHDSDUWRILW¶ibid.:161).  
 
Adams (2005:98) discusses the repetitive feeling of dwelling in the city where µyou 
step out your door and take a walk... the scene is rather monotonous: house, 
house, house, street... house, house, house, house¶. The findings of this research 
suggest that the experience of living in the urban place is often repetitive ± 
intimacy perhaps placating modern anxieties when living so close to other 
individuals. In these instances the µ[images] provide techniques for thinking 
WKURXJK WKH µUK\WKPV of urban life¶ (Latham and McCormack, 2009:256) and by 
taking a picture, the photographer becomes an inherent part of their urban 
surroundings. Their µphotographs intrude on, and become part of, everyday 
perception¶ (Wright, 1992:28), a private and public interaction that fuses both 
history and future together, indeed µit is through being inhabited... that the world 
becomes a meaningful environment¶ (Ingold cited in Wylie, 2007: 157). 
Pink (2009:77GLVFXVVHV,QJROGDQG/HH¶VZRUNLQUHODWLRQWRZDONLQJ, stating that 
µwalking as place-making brings to the fore the idea that places are made through 
SHRSOH¶V HPERGLHG DQG PXOWLVHQVRULDO SDUWLFLSDWLRQ LQ WKHLU HQYLURQPHQWV¶. In 
earlier work, Ingold (2000:57) also emphasised that:  
 
It is not because of his occupancy of a built environment that the urban dweller feels at 
home on the streets; it is because they are the streets of his neighbourhood along which 
he is accustomed to walk or drive in his everyday life, presenting to him familiar faces, 
sights and sounds. 
 
This quote is of particular interest to this study, which is attentive to people 
dwelling in two worlds, offline and online. If the comfort of familiarity is bred from 
habit and not physical occupancy of the space, NRT can also be useful when 
continuing into the virtual world of Flickr. The images taken by Flickrites of the 
FLW\¶V PDQ\ IDFHV DUH DFWXDO VLWHV LQ WKHPVHOYHV 7KH LPDJHV on Flickr become 
small fragments; stories plucked out by the surrounding cityscape can be read by 
others which build a sensual, pictorial montage of the metropolis and its 
landscape, secrets and character. 
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In viewing the variety of photographs online, researchers can µdevelop techniques 
for thinking through the multi-sensory nature of experiences of urban aesthetics¶ 
(Latham and McCormack, 2009:256). It is clear that phenomenology can bring 
about alternative perspectives to our knowledge of, and relation to, everyday 
experience. Alvesson and Skoldberg (2009:76) conclude that: 
 
Phenomenology is critical of modern natural science for having distanced itself ± it is 
claimed ± too far from its basis in everyday life, in this way creating an abstract world of its 
own, without having sufficiently analysed the foundations of ordinary human experience 
upon which it rests. 
 
This review will now briefly examine the historical context of this distance and turn 
to the early philosophy of Descartes. 
 
 
Of body, mind and machine - The camera and Cartesian philosophy 
 
All the management of our lives depends on the senses and since that of sight is the most 
comprehensive and the noblest of these, there is no doubt that inventions which serve to 
augment its power are among the most useful that there can be. 
(Descartes cited in Jay, 1993: 21) 
 
We can better reject the age old assumptions that put... the world and the body in the seer 
as in a box. 
(Merleau-Ponty cited in Hass, 2008:12) 
 
The limits of this review mean that only a short discussion on select elements of 
Descartes¶ work can take place, however Cartesian philosophy is a necessary and 
important segue to contextualise earlier discussions about photography and the 
camera, as well as introduce some of the debates within phenomenology 
presented in the next part of the review. 
 
The work of Descartes has been extensively written about, debated and criticised 
by a variety of different writers (Jay, 1993; Carman, 2008) and there is little to gain 
from repeating all their interpretations and arguments here. Wylie (2007:146) 
summarises that Descartes believed that µeven when our senses are deceiving us, 
we are still thinking... crucially Descartes¶ philosophical language and method 
clearly identifies vision with this cogito, and thereby cements deep associations 
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between seeing and thinking, and visual perception and certainty.¶ Carman 
(2008:15) adds that:  
 
To think or dream is to think or dream about something... that experience is of or about 
something - managed to fall through the cracks of traditional philosophical wisdom, thanks 
in part to the dualism and representationalism of early modern thinkers like Descartes and 
Locke... ideas or representations were conceived as inner mental tokens.  
 
Descartes and his followers believed that perception µis built up out of discrete 
VHQVDWLRQV FDXVDOO\ DFWLYDWHG IURP µRXWVLGH an internal mental representation¶ 
(Hass, 2008:22). Whilst the theories and rationale of Descartes and his supporters 
still endure after 400 years, much has since been written on the inadequacies and 
limitations, none more so than by Merleau-Ponty who µargues that a synergistic or 
interactionist account of perception is a far more promising paradigm than the age-
old scheme of µrepresentation¶... it leaves behind the conceptual and linguistic 
YHVWLJHVRI'HVFDUWHV¶GXDOLVWLFPHWDSK\VLFV¶ (ibid.:36). Stoller (1997:91) explains 
that µit has long been a curious habit in the academy to divide the world into buyers 
and sellers. This absolutist tendency has created all sorts of cross-cutting 
distinctions that reinforce the illusion of a classically ordered universe¶. 
  
Hass (2008:22) maintains that the issue of separation in the physical sciences, 
philosophy and psychology stems from the influence of Descartes, summarising 
that: 
  
>'HVFDUWHV@ RQWRORJLFDO GXDOLVP OLWHUDOO\ FXWV RQH¶V PLQG RII IURP WKH ZRUOG RI WKLQJV DQG
flesh. It severs mind from body, me from you. 2QHKDVQRGLUHFWH[SHULHQFHRIRQH¶VERG\
or other people, or nature: all one ever has are intellectual judgements that are more or 
less clear and distinct. 
 
Instead µ0HUOHDX-3RQW\¶VFRQFHSWLRQRI IOHVKUHSUHVHQWVDQHIIRUW WRHOXFLGDWH WKH
manner in which perception erupts from the originary and differentiating 
encroachmeQW RI ERG\ DQG ZRUOG¶ Barry, 1991:392). Merleau-Ponty viewed the 
body as integral to perception and it LV µP\ SRLQW RI YLHZ RQ WKH ZRUOG¶ FLWHG LQ
Carman, 2008:81), whereas Descartes viewed the ERG\DVDµPHFKDQLVWLFREMHFW¶
(Hass, 2008:79). The consequence of this, as Stoller (1997:82) explains, is the 
µsanitization of the consumer image, bodies are depersonalized; they are among 
any number of realist objects, all devoid of odour, distinction and pain. This 
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FRQFHLW« is central to the on-going disembodied approaches to the human 
sciences¶. One of the initial difficulties of approaching photography practice from a 
phenomenological perspective was to also overcome the familiar (and overused) 
PHWDSKRURIWKHµFDPHUDH\H¶ 
: 
The camera-eye analogy was established in a central role, explaining and shaping 
theories, both in psychology and the philosophy of perception. For Descartes it was 
particularly significant to his philosophy. In terms of dualism, the body/soul dichotomy was 
followed by the body/consciousness dichotomy. This in turn has implied the separation of 
eye and mind ± consequently identifying the eye, as an organ of perception, with the 
camera. 
(Wright, 1992:20)  
 
Carman (2008:20) explains that µcontrary to the sadly prevailing metaphor, our 
sense organs are not cameras, and recording devices and our minds are not 
calculators¶. The idea of the camera possessing human qualities can be found in 
early writing about photography where µthe sun is a draughtsman who depicts 
landscapes, human types, monuments; the daguerreotype opens its brass lidded 
eye of glass, and a view, a ruin, a group of people, is captured in an instant¶ 
(Gautier cited in Schwartz and Ryan, 2003:2). The writing and discussions on 
photography frequently slip into romantic anthropomorphism, where the camera 
machine takes on the characteristics of its user. Collier (1987:4) later notes that 
µthe camera is an automotive tool, but one that is highly sensitive to the attitudes of 
its operator¶ and that µthe camera is an instrumentDOH[WHQVLRQRIRXUVHQVHV« an 
image with a memory¶ (ibid.:2-3). Thompson (2003:59) suggests too that µZLWK
UHSHDWHG SUDFWLFH« machine aided operations takes on the character of the 
operator¶.  
 
Why the camera is viewed as more sensitive (than a pen, for example) is down to 
a variety of historical and mechanical reasons. Maybe it is because there is a need 
to take µbodies imaginatively into animate and inanimate objects¶ (Adams, 
2005:114). The camera does appear to mimic human ocular mechanics: the light 
bouncing off an internal prism-like retina, the aperture of the lens contracts and 
GHWUDFWVOLNHWKHLULVWKHVKXWWHUµEOLQNV¶RSHQDQGFORVHG 
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These seeming similarities however are selective and flawed: 
 
As our vision is not formed in a rectangular boundary... our vision is only sharp at its 
µFHQWUH¶ the photograph shows objects in sharp focus in and across every plane, from 
nearest to farthest... we do not, because we cannot - see things in this way. 
(Snyder cited in Jay, 1993:131)  
  
More than just optics µthe essence of the image is to be altogether outside, without 
intimacy¶ (Blanchot cited in Barthes, 1984:106) and by association, the camera is 
also viewed as a device that creates distance between the photographer and 
subject. The camera acts, in the world of µCartesian perspectivalism¶ (Jay, 
1993:113), as a detached observer, separating body and vision, just as it is 
supposed to temporarily sever the object from time itself. Although this view of 
photography has long been dominant, µso long as we continue to understand, 
discuss and model the body as a machine ± as an inanimate object constructed of 
independent systems ± we will never understand its life¶ (Hass, 2008:75). If we 
therefore view photography as a practice that encourages distance, then the 
understanding of our interactions and routines with the camera will be overlooked. 
Lister (2004:314-315) explains: 
 
The traditional hand-me-down, Cartesian framework for thinking about how we observe the 
external world is deemed to have become hopelessly inadequate... the question no longer 
VHHPV WR EH µFDQ DQ REVHUYHU VHH FOHDUO\ IURP WKHLU SRVLWLRQ" %XW ZKHWKHU ZH DV
observers, have any fixed or secure position from which to see anything that is material 
and stable. 
 
Merleau-Ponty calls for a departure from Descartes¶ view on perception, instead 
viewing our interaction with the world as a µsynergy...the results of this working 
together of body, things, others and the world is an interactional field that emerges 
at the nexus of its participants and which we call experience¶ (Hass, 2008:36). 
  
A physical example of this can be found in the work by Shinkle who discusses the 
interactions between the body and video games, stating that gamers experience a 
kind of µtemporal gap¶ where the µbody responds to its environment before the 
conscious mind does¶ (Shinkle, 2005:4). In later work, Shinkle (2008:911) utilises 
the concept of proprioception and emotion believing that µboth conscious and 
XQFRQVFLRXV PHFKDQLVPV VXSSRUW WKH KXPDQ RUJDQLVP¶V HPERGLHG interaction 
with the environment¶. 
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In the context of photography, Wright (1992:27) proposes µa theRU\ RI µQDWXUDO
correspondences between the photograph and the perceived environment which 
operates in conjunction with pictorial conventions¶. This study wishes to move 
away from these outdated Cartesian metaphors which view photography as an 
H[FOXVLYHO\µYLVXDO¶way of experiencing the world. To find an alternative view, this 
research will now turn to phenomenological philosophy in more depth.  
 
 
µ1RW LQ 9HOYHW DQG )ORZHUV DORQH¶ ± experiencing photography, doing 
Phenomenology 
 
>$SKRWRJUDSK@LVDPHUJHURIZKDW¶V LQVLGH\RXUKHDGDQGZKDW¶VRXWVLGH\RXUH\HVDQG
finding a way of synthesising that experience. 
(Meyerowitz, 1990:17) 
 
We cannot imagine how a mind could paint. It is by lending his body to the world that the 
artist changes the world into paintings. To understand these transubstantiations we must 
go back to the working, actual body ± not the body as a chunk of space or a bundle of 
functions but that body which is an intertwining of vision and movement. 
(Merleau-Ponty cited in Baldwin, 2004:294) 
 
AWILUVWJODQFH0H\HURZLW]¶VDFFRXQWRIWDNLQJSKRWRJUDSKVLVLQGLUHFWFRQWUDVWWR
by Merleau-Ponty¶V quote below it. It seems that the photographer is advocating 
WKH QRWLRQ RI µLQQHU¶ DQG µRXWHU¶ ZRUOGV WKDW FRPELQH ZKHQ WDNLQJ D SLFWXUH
something that phenomenological philosophy (and this study) would take issue 
with. However, what Meyerowitz is also expressing here is that photograph taking 
is about knowledge through experience: both philosopher and photographer 
recognising how important this is in relation to the body, vision, and how we 
perceive the world around us. Merleau-Ponty (ibid.) elaborates that:  
 
I only have to see something to know how to reach it and deal with it, even if I do not know 
how this happens in the nervous machine. My mobile body makes a difference in the 
visible world, being a part of it; that is why I can steer it through the visible. 
 
Earlier discussions highlight the fact that photography is often viewed in purely 
visual and mechanical terms: photographers are no more than a bundle of rods, 
retinas and cones, detached from their subject matter and the wider world that 
surrounds them. 
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The photographs of Meyerowitz propose an alternative to this view and offer a 
variety of experiences. His method and attitude towards taking photographs are 
steeped in emotional connections through his body to the environment that 
surrounds him. Like many professional photographers, Meyerowitz has a large 
portfolio of work encompassing studies of people, beaches, public parks and 
baseball grounds, more recently documenting Ground Zero.  His photographs 
have an interesting paradoxical quality to them, often mixing grandeur and the 
mundane, sereneness with movement, and uncovering beauty in unexpected 
(often urban) places.  
 
As documented by Barthes in Camera Lucida and by others (Sontag, 1989; Kuhn, 
2002) photographs can unexpectedly trigger emotion in the viewer and for a 
variety of different reasons. However the practice of photography is also a multi-
sensual pursuit that involves the body at all times, whether one is taking the 
picture, posing in front of the camera, carrying equipment, shouting directions to 
subjects or simply moving around with the camera in an unfamiliar space. 
Photography is also tactile and there are many other physical elements that add to 
the overall experience of taking photographs so µwe learn, Merleau-Ponty argues, 
not by thinking about things but by doing them¶ (Crossley, 2001:128). This is 
supported by Meyerowitz (1990:20) who specifically highlights the importance of 
sensation and touch to his work:  
 
I was the kind of kid who stroked and loved everything« LW¶VDVLIWKHUHLVDQanima in still 
things and their liveliness and energy stroke me. $QG , VWURNH EDFN« I am holding it in 
some way, and in that holding response is the caress, that sensuality. <RX¶UHVXUSULVHGE\
the nature of sensuality. You never kQRZZKHUH\RX¶UHJRLQJWRILQGLW ,WLVQ¶WLQYHOYHWDQG
flowers alone. 
 
It is an interesting idea that Meyerowitz explores here, the notion of photography 
as a way of holding. Coincidently this also leaks into the language of photography 
(taking a picture, holding a pose) as well as in the viewing and clasping of the final 
paper copies. Whether consciously or subconsciously, when a photographer 
captures velvet, flowers or piece of litter on the ground, they are extending their 
touch and experience of that object through the camera in order to hold it (in all 
meanings of the word) for others to view later. 
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The tactile elements found within the practice and experience of photography 
make them a natural fit within the philosophy and methods of phenomenology. 
Kozel (2007:xvi) LQWURGXFHV SKHQRPHQRORJ\ HFKRLQJ 0H\HURZLW]¶V HDUOLHU
sentiments on his work) µas a return to lived experience, a listening to the senses 
DQGLQVLJKWVWKDWDUULYHREOLTXHO\XQELGGHQ« in the midst of life¶. Shaw (2008:56) 
states that an alternative framework for approaching film can be developed from 
µMerleau-Ponty¶V ZRUN RQ ERG\ DV D IRXQGDWLRQ IRU H[SHULHQFH.¶ Importantly the 
history of phenomenology is deeply entangled with the visual and µSKRWRJUDSK\
has prompted a good deal RISKHQRPHQRORJLFDOGHVFULSWLRQ¶(Sobchack, 1995:141; 
see also Bate, 2009). In the beginning of Camera Lucida, Barthes asks µwhat does 
my body know of photography?¶ (1984:9). Despite the phenomenological character 
of this question, it is µdriven by a subjective answer to feel... and it leads him away 
from photography and to the photograph¶ (Kember, 2008:185). Seamon (1990) 
has also tentatively and briefly approached this notion as well, applying the 
phenomenological philosophy of Heidegger to the images of Andre Kertész. 
  
Although Merleau-Ponty discusses the art of Cezanne at length in his writing on 
perception, camerawork has been ignored by phenomenology and those behind 
the camera have remained relatively elusive. This final section of the review has 
two general aims. The first of which is to understand the many ways that the 
philosophy and attitude of phenomenology relates to the practice of photography. 
To begin with there will be a journey into the links between phenomenology 
(particularly that of Merleau-Ponty) and photography, discussing how his ideas on 
perception, embodiment and touch directly relate to the taking and viewing of 
pictures. The second aim of this section is to cast the phenomenological net wider 
to also include other discussions that directly relate to the other interests of the 
study including the body and technology, the city, habit and movement, all of 
which can be associated with wider ideas pertaining to phenomenological thought.  
 
Naturally these debates find their way into wider academic disciplines outside 
philosophy, notably cultural geography, mobilities and urban studies, sociology, 
and media studies areas which are included throughout the following sections.  
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Perception, embodiment, touch 
Merleau-Ponty states that µLf habit is neither a form of knowledge nor an 
involuntary action then what is it? It is knowledge in the hands¶(cited in Crossley, 
2006:127) and ideas surrounding touch are a common discussion point with 
phenomenological philosophy. Paterson (2007:2) introduces touch as µa world of 
PRYHPHQWDQGH[SORUDWLRQ«DFDUQDOZRUOGZLWKWKHSOHDVXUHRIIHHOLQJDQGEHLQJ
IHOW« DSURIRXQGZRUOGRISKLORVRSKLFDOYHULILFDWLRQ« of the co-implication of body, 
flesh and world¶. In a more allegorical sense, Hansen (2006) asks the reader to 
look through the hand when discussing the role of virtual bodies. The practice of 
photography is dependent on the coordination of hand and eye, working together 
to successfully produce an image. Before digital technology changed (in part) user 
interaction with the camera, even the most basic disposable cameras required the 
photographer to see through a viewfinder or, in better cameras, through the lens 
directly, physically holding the camera to the eye in order to frame the subject.  
 
The photographer knows the camera through touch, instinctively understanding 
how to move around it, but also sees through the technology in order to capture 
the image. Hansen later goes onto explain that µalthough Merleau-Ponty first 
understood touch and vision as separate entities that worked in parallel, he later 
conceived that they instead draw upon one another¶ (ibid.:76). Both 
phenomenology and photography are both bound up within complex relationships 
of vision and seeing, body and mind. In philosophy, the visual sense was 
privileged mainly due to Descartes who believed that µsight is the noblest and most 
comprehensive of the senses¶ (cited in Ingold, 2000:254). 
 
Whilst the Cartesian approach promotes the µdisembodied gaze¶ (Wylie, 2007:149) 
above all else, µtrusting rationality over sensory experience¶ (Paterson, 2007:24), 
phenomenology µtakes our sensory presentations to consciousness seriously¶ 
(ibid.:21) and challenges the notion of a visual disconnection from the world. Wylie 
(2007:149) states that µour vision in no way emerges from a detached view point. 
When we look, what is occurring is an enlacing together of body and world¶. For 
example, the act of noticing that occurs when photographers enter and interact 
with their everyday space means that the photography facilitates a way of being 
and seeing within the world. 
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Earlier comments made by Meyerowitz suggest that instead of distance, 
photographers engage with the world in a more heightened way, and that 
sensation and the senses play an important role in the process of taking a 
photograph. This is supported by the findings of this research, as discussed in the 
later chapters. 
 
Although photography at times must privilege vision thanks to its mechanics, 
photographers utilise all their senses when taking pictures. The urge to capture a 
landscape, urban vista or portrait reveals a deeper desire to connect with the 
surrounding space, understand it more thoroughly and to display it so others can 
come to know it too. The camera simultaneously facilitates the SKRWRJUDSKHUV¶ 
distance and closeness. They are shielded from the gaze of others when behind 
the camera, yet it is through the camera that their vision is sharper, so they 
actually see more. Through the concept of reversibility we can begin to explore 
how the philosophy of Merleau-Ponty connects with photography:  
 
Reversibility...refers to the fact that the body is always both subject and object... we can 
always as subjects perceive parts of our bodies as objects... this is evident as much in the 
visual as in the tactile... for I both see and am seen... WKHVHOILVQRWVLPSO\µLQ¶WKHZRUOG± it 
is of it. 
(emphasis in original, Wylie, 2007:151) 
 
Thus photographers enter into their own world, be it casually or with determination, 
when they pick up a camera. Their connection and understanding of the world is 
through their camera, yet that does not mean that their vision is detached: instead 
when looking through the camera, vision and body entwine together. Thompson 
(2003:14) views camerawork being as exactly that, work, writing that µthe practice 
of photography is repetitive and athletic, enlisting eyes, fingers and other body 
parts in regular, routine exercise¶. Photographers remain grounded in the world as 
their bodies connect with it in order to discover the images they eventually capture 
by walking through the city: looking, interacting and then capturing their familiar 
landscape. Merleau-3RQW\¶VZRUNRQperception is also relevant when discussing 
photography. Carman (2008:132) emphasises that µperception is not a mental but 
a bodily phenomenon¶ and Ihde (1990:40) adds that µperception may be materially 
extended through the µbody¶ of an artifact. 
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Perceptual extension is not limited by the outline of my body or the surface of my 
skin¶. Ihde cites here the (often repeated) example of Merleau-3RQW\¶VEOLQGPDQ¶V
stick that µhas ceased to be an object for him and no longer perceived for itself; its 
point has become an area of sensitivity extending the scope and radius of touch 
and providing a parallel to sight¶ (ibid.). In summary, vision should not be 
separated from the body, and instead should be µintertwined within an unfolding 
differentiation¶ (Wylie, 2007:152). In the context of this study, it is through the 
camera that photographers connect with their world, whilst it also becomes an 
extension of their body. Working the camera is akin to µworking a lasso, like 
playing a musical instrument, is pure movemenWRUIORZ« it involves an embodied 
VNLOO DFTXLUHG WKURXJK PXFK SUDFWLFH« the agent¶s attention is fully absorbed in 
the action¶ (Ingold, 2000: 414).  
 
In terms of Merleau-Ponty¶VSKLORVRSK\the practice of photography switches from 
µa way of seeing to a specific mode of being (a seeing-with)¶ (my emphasis, ibid.) 
which develops a different kind µof sensory engagement with the environment¶ 
(ibid.:262). Between the camera and body there comes a new µcoordination of 
perception and action¶ (ibid.:353) that µhave overlapping sinews in common¶ 
(Carman, 2008:79). The camera may indicate a mode of spectatorship, however 
photographers are µfirmly participants in the world¶ (Jackson cited in Wylie, 
2007:149) as they seek out the unseen within their everyday environment.  
 
The concept of µsensing and being sensed¶ (Carman cited in Paterson, 2007:31) is 
another key aspect of Merleau-Ponty¶V phenomenological reflection. Massumi 
(2002:97-98) explains that µsensation is an extremity of perception. Sensation is a 
state in which action; perception and thought are so intensely, performatively 
mixed that their mixing falls out of itself. Sensation is fallout from perception¶. 
Merleau-Ponty (cited in Paterson, 2007:31) emphasises the duality of sensation 
where: 
 
The two hands are never touched and touching at the same time with respect to each 
other. When I press my two hands together, it is not a matter of two sensations felt 
together as one perceives two objects placed side by side, but of an ambiguous 
arrangement in which the two hands FDQDOWHUQDWHLQWKHUROHRIµWRXFKLQJ¶DQGµWRXFKHG¶. 
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Merleau-3RQW\¶VGLVFXVVLRQVRQ WKHSDLQWLQJVRI&H]DQne are helpful here as he 
maintains that µtKH SDLQWHU¶V YLVLRQ LV QRW D view upon the outside, a merely 
physical-optical relation with the world. The world no longer stands before him 
WKURXJK UHSUHVHQWDWLRQ¶ (cited in Baldwin, 2004:312). In the same way, 
photography interconnects vision and touch so these senses cannot be separated. 
Photographers are simultaneously hiding behind and seeing through the machine 
and the reversal process completes the sensual circle.  
 
Sobchack (1994:138) continues this idea, stating that µtechnologies extend not 
only our senses but also our capacity to see and make sense of ourselves¶. 
Hansen (2006:80) takes this process further still: µthe human is split between the 
tactile and the visual... embodied and technical; the proto- origin of tactility and 
vision is the ecart, the hinge or gap in which embodiment is conjoined with 
technicity, interiority with exteriorization¶ (emphasis in original). This also describes 
WKHSKRWRJUDSKHUV¶SURJUHVVWKURXJKOLIHOD\LQJEDUHWKHLUYLVLRQVIRr the rest of the 
world to view. Despite these inherent connections there is also a paradox within 
the phenomenological approach to sensation. Carman (2008:188) highlights this 
by making the distinction between how artists view the world, compared to 
everyone else:  
 
We do not typically see the way painters see: ordinarily we see things, whereas painters 
see and make visible the visibility of things. Seeing the visibility of the visible requires 
stepping back from our ordinary naive immersion in things, just as, conversely, seeing 
things in the ordinary way requires not doing so. 
 
This example could also be applied to the photographer who enters into an altered 
immersion behind the camera to make the ordinary, everyday landscape more 
visible for all of us µthinking magically as if objects literally pass into him¶ 
(ibid.:187). However the photographer must also step back in order to see objects 
differently and there is still some essential element of distance needed when 
taking a photograph. Not only distance from the action in order to capture it but the 
need for perspective, to decide what will go into the frame. Personal immersion in 
the world is temporarily put to the side to make it visible for others.  
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Ideas around sensation, embodiment and touch can also be applied to the 
physical element of the image. Edwards and Hart (2004:1) state that µthe 
photograph is a three dimensional thing not a two dimensional image ± 
photographs are both images and physical objects¶. In a further example, Buse 
(2010:201) believes that the success of the Polaroid photograph was down to the 
fact that µWDFWLOLW\« is absolutely central: its users shake the print, scratch it, write 
on it or bend its flexible surface between thumb and forefinger¶ although perhaps 
these particular sensations are a little rarer in age of the digital image.  
 
Ihde (1990:73) discusses embodiment in great detail and using the example of 
optical glasses notes that µthey become part of the way I ordinarily experience my 
VXUURXQGLQJV WKH\ µZLWKGUDZ¶DQGDUHEDUHO\QRWLFHG« I have actively embodied 
the technics of vision¶. Put in a more general way, µHPERGLPHQW is tactile, it 
involves an active grip on the world. The body is understood in terms of what it can 
GR¶ Grosz cited in Thrift, 1996:128). It seems that so often µsensory experience 
was regarded as existing on two levels, tenGLQJWRVHSDUDWHERG\DQGPLQG« the 
QRWLRQRIHPERGLPHQW« resolved this dichotomy to some extent¶ (Pink, 2009:24).  
 
This embodied knowledge or withdrawal could also be applied to the relationship 
between the photographer and apparatus where technology, eye and hand unite 
and the camera withdraws giving a µpolymorphous sense of bodily extension¶ 
(Ihde, 1990:74). The relationship between the body and technology is of great 
interest to phenomenological philosophy and this section will now focus on the 
writing of Heidegger and others, on technology and its relationship to the body.  
 
Technology and the body  
The complex relationship between human and machine, the worlds and 
interactions that lie therein is of much interest to more recent phenomenological 
writing. The consequent µKLVWRULFDO FKDQJHV LQ RXU VHQVH RI WLPH VSDFH DQG
existential embodied presence cannot be considered less than a consequence of 
FRUUHVSRQGHQW FKDQJHV LQ RXU WHFKQRORJLHV¶ 6REFKDFN  and now 
µWHFKQRORJLHV« are developed, used and related to by humans in distinct ways¶ 
(Ihde, 1990:26). 
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Even though Heidegger is considered as µone of the foremost philosophers of 
technology¶ (ibid.:31) particularly his writing on µencounters with entities¶ 
(Glendinning, 2007:79) this study will not make his work a primary focus. However 
there are elements of his principal philosophies which are worth highlighting here, 
particularly those surrounding immersion and practice.  
 
Heidegger argues µthat people do not exist apart from the world but, rather, are 
immersed in it. This situation always given, never escapable is what he calls being-
in-the-world¶ (Seamon, 1990:35). Importantly he µdoes not ground his thinking in 
everyday concepts but in average everyday practice; in what people do and not 
what they say they do¶ (Dreyfus and Hall cited in Thrift, 1996:10). Glendinning 
(2007:78) elaborates further: µ[Heidegger] stresses that the worldly aspect to our 
existence is not an added extra but an essential and irreducible feature of it¶. It is 
also useful to note that Heidegger was particularly critical of the µRFXODUFHQWULVP« 
in dominant Western philosophical traditions¶ (Jay, 1993:270).  
 
+HLGHJJHU¶Vwork on ready to hand/presence to hand is of interest in relation to the 
FDPHUDDQGWKHERG\¶VFRQQHFWLRQZLWKWHFKQRORJ\. TKHSKRWRJUDSKHU¶VUelation to, 
and interaction with, the camera is literally both ready and present to the hands of 
the photographer. Many photographers carry their camera with them, so much so 
that it becomes part of their everyday equipment. When holding the main body of 
the camera, it becomes a naturalised interaction and the buttons are easily found 
or sensed by the fingers.  
 
On high specification cameras, the focus is manually controlled by the physical 
turning of the lens either left or right so the focusing of the camera is a natural 
response to go closer or wider with vision. These actions are similar to using an 
indicator stick in a car, where the driver instinctively knows whether to shift either 
up or down to show a change in direction. This relates back WR ,KGH¶V FRPPHQW
about retreating into a particular world. When using a camera, photographers 
retreat or withdraw from everyday life in order to take a photograph, or to look at it 
afterwards and Weiser (cited in Hohl, 2009:273) believes that µthe most profound 
technologies are those that disappear. They weave themselves into the fabric of 
everyday life until they are indistinguishable from it¶. 
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The diffusion between world and technology is also discussed by Shinkle (2005:6), 
who applies affect theory to µrethink existing boundaries between body, 
environment, technology and self without ontologically diminishing any of these 
terms¶. By exploring and photographing their immediate world, photographers are 
immersing themselves not only in the practice of camera work but also their wider 
everyday environment. Seamon (1990:49) explicitly links the images made by 
Kertész to the µcentral aspect of Heidegger's philosophy: people's being-in-the 
ZRUOG«>.HUWpV]¶V@SKRWRJUDSKVVXJJHVWWKDWLQVRPHZD\WKHUHLVDELQGLQJLQWKH
world beyond its parts and beyond spatial and temporal qualities that we normally 
take as given and inescapable¶. 
 
The images made by Kertész for Seamon encourage a kind of µphenomenological 
bracketing¶ (ibid.) and as the viewer looks and holds the photograph, they are 
brought into one world and retreat from another. If it iVµthe everyday and mundane 
that constitute most of our lives¶ (Fincham et al., 2010:6) then:  
 
TKHWHOHVFRSLFFKDUDFWHURIWKHSKRWRJUDSKLFOHQV« HQDEOHVLWWRVKRZGHWDLOV« to reveal 
things that would have otherwise been hidden from the naked eye, enable them to uncover 
the most banal and mundane daily aspects of our life, which we usually do not notice 
because they have existed all around us.  
(Wigoder, 2001:369) 
 
Discussions on +HLGHJJHU¶V concept of being-in-the-world inevitably lead to a 
further examination on the role of the body, both within the technological domain 
and when moving beyond the physical into the virtual. The body within a 
phenomenological context is primary in our experience of the world. µWhen I think 
of my body and ask what it does to earn that name, two things stand out. It moves. 
It feels. In fact, it does both at the same time¶ (Massumi, 2002:1). Carman (cited in 
Paterson, 2007:31) also understands that µthe body emerges in the coincidence of 
sensing and being sensed, specifically in my sensing my body sensing itself¶. 
When technology is brought in to discussions relating to the body, it is often in 
GHHSO\ VHQVXDO WHUPV DQG µWhe human body [has a talent for] extending itself 
beyond its objective boundaries (Barry, 1991:397). 
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Barthes (2002:341) describes the feelings that are stirred by the act of driving: µthe 
bodywork, the lines of union are touched, the upholstery palpitated, the seats tried, 
the doors caressed, the cushioned fondled; before the wheel one pretends to drive 
ZLWKRQH¶VZKROHERG\¶ and this is the moment where µthe identity of the person 
and car kinaesthetically intertwine¶ (Thrift, 2008:80). 
  
Crossley (2001:122) explains that knowledge of the world extends beyond the 
body and empties into the various spaces, whether that is in a car or on a 
keyboard, and there is a µpre-reflective sense or grasp of my environment, relative 
to my body... I can type [on a keyboard] without having to find the letters one by 
one... this type of knowledge is a practical, embodied, quite remote and distinct 
IURPGLVFXUVLYHNQRZOHGJH¶. Tomlinson (2007:109) notes that using a keyboard is 
µIRU WKH PRVW SDUW QRW D SUDFWLVHG DELOLW\ EXW« more casually acquired [through] 
habits and bodily rhythms¶. This practised ability is also useful when examining the 
way in which various members find their way around Flickr, their knowledge of this 
space could be thought of in a similar manner WR &URVVOH\¶V FRPSXWHU. The site 
becomes an extension of their existing, offline visual world, just as the keyboard is 
an exWHQVLRQRIWKHW\SLVWV¶KDQGV 
 
Flickr is a space where looking becomes routine and one become oriented around 
the site through both with the fingertips and the eyes. 7KHERG\¶s relationship with 
computers either through VR, social interaction online or simply doing everyday 
tasks has been the subject of much discussion. Lupton (cited in Bell 2001:141) 
highlights that µLQHDUOLHUF\EHUZULWLQJWKHERG\LVRIWHQUHIHUUHGWRDVµWKHPHDW« 
the dream of cyber culture is to leave the meat behind and to become distilled in a 
clean, pure, uncontaminated relationship with computer technology¶. Nevertheless, 
physical reminders always bring virtual experiences back to the body DQGµIDUIURP
being left behind when we enter cyberspace, our bodies are no less actively 
involved in the construction of virtuality than in the consWUXFWLRQRIUHDOOLIH¶+D\OHV
cited in Thrift, 1997:141). Sitting in front of the computer for too long leads to a stiff 
neck and back, eyes become bleary and bloodshot. Kozel (2007:79) remarks that 
µthe virtual has extra temporal and extra sensory dimensions [whilst] at the same 
time embedded in actual experience¶. 
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Seidler (1998:28) adds to this, stating that µthe possibilities of embodied 
knowledge call for a different relationship with virtual space. Rather than a space 
in which people can hide, it also becomes a space in which people can learn about 
themselves¶. Ihde (1990:41) discusses at length µthe role of technologies in all 
dimensions of the lifeworld¶ and labels our interactions mediated through 
technological µembodiment relations¶ (ibid.:72-74). He goes on to say that:  
 
Embodiment relations are a particular kind of use-FRQWH[W« a specific set of qualities for 
GHVLJQ UHODWLQJ WR DWWDLQLQJ WKH UHTXLVLWH WHFKQRORJLFDO µZLWKGUDZDO¶« the closer to 
LQYLVLELOLW\ WUDQVSDUHQF\DQG WKHH[WHQVLRQRIRQH¶VRZQERGLO\VHQVH WKH WKLs technology 
allows, the better. 
(ibid.) 
 
In addition to this, Adams (2005:178) believes that µWKH LQWHUQHW¶V LQVWLWXWLRQDO-
technological framework clearly supports ways of coming together and being 
together that are unprecedented and that presumably will lay the groundwork for 
new ways of relating and constituting the human self¶. For Ingold (cited in Pink, 
2009:102) µthe eyes and ears should not be seen as separate keyboards for the 
registration of sensation but as organs of the body as a whole, in whose 
movement, within an environment, the activity of perception consists.¶ When the 
user types and glides around the computer keyboard it quickly becomes an 
extension of the fingertips and a part of the body, albeit temporarily. It also gives 
µthe observer new positions with respect to the universe, whether at macro or 
micro levels¶ (Ihde, 1990:57).  
 
In many ways, new forms of technology are bringing sensual experiences to the 
fore in everyday life. Advances in mobile phone technology, personal stereo 
design and games consoles have brought interactivity and physicality into their 
design and application. The sensual has even been written into the gadget name, 
such as $SSOH¶VL3RGWRXFK. Where we used to tap, prod and punch at our phones 
and computers, we now stroke and glide over screens and touchpads. 
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Technology must now feel good to the touch, as well as be pleasing to the eye: 
 
The principles underlying the design of interactions have become less about calm and 
invisibility that about celebrating the interactions with the device itself; emotion, experiential 
quality and bold visibility have become central to the consumer as well as the design 
process... some mobile devices may look most sexy when not in use and their appearance 
is as seductive as a Handschmeichler 4 inviting touch while simply lying on a table. 
(Hohl, 2009:274) 
 
Many of the pDUWLFLSDQWVLQ%XOO¶VLPod study remarked upon how good the device 
feels like in their hands and ears, aurally guiding them around the city µlike a digital 
Sherpa¶ (Bull, 2007:158). The navigation around touch screen technology is only 
successful through close contact via the fingertips, dwelling within the subtle 
contours of individual ridges and electrical pulses, and when wearing gloves, 
technology focused on touch becomes more difficult, and sometimes impossible, 
to use.5 Whilst advanced equipment relies on fingertips, in multiple ways all µtools 
and machines are extensions of the body¶ (Hacking cited in Fraser and Greco, 
2005:25) and quickly become entrenched within everyday life. 
 
Hansen (2006:80) confirms that µthe human from its origin is embodied and 
technical¶ and Ihde (1993:40) also notes that µtechnology plays a role in the primal 
human experience of environment, but in such a way that is both taken-for-granted 
and in such a way that it may appear to be functionally (if functioning well) virtually 
invisible¶. This has also been highlighted in greater detail by Bull (2007:2-3) who 
notes that µ[i-Pod users] are in tune with their body, their world becomes one with 
their sound tracked movements¶ and they cocoon themselves inside an aural 
bubble wishing for µtotal transparency¶ (Ihde, 1990:75). Photographic technology 
has been part of everyday life for some time and µZith the surprisingly easy 
transition to digital technologies, we have a case study of technologies-in-the-
PDNLQJ DQG WKH SUDFWLFDO DFWLYLWLHV E\ ZKLFK WKH\ DUH LQFRUSRUDWHG LQWR SHRSOH¶V
OLYHV¶9DQ+RXVH. 
  
                                                          
4
 µ*HUPDQQRXQIRUDQREMHFWWKDWIODWWHUVWKHKDQGDQGLVDSOHDVXUHWRWRXFK¶QRWHGLQ+RKO
2009:283) 
5
 7KHVROXWLRQWRXVLQJWKLVWHFKQRORJ\RXWGRRUVKDVEHHQWKHLQYHQWLRQRIµWRXFKVFUHHQJORYHV¶
made from conductive material.  
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Many people are now comfortable using a camera and although we have perhaps 
lost the tactility of the paper object to some degree, people have become prolific 
photograph takers and hoarders, albeit in a more binary form. The relationship 
with photographic technology has not only become deeply embedded within 
everyday life and routine but people have also come to use it in new and 
alternative ways. Kozel (2007:73) understands that µyou have to use [technology] 
because it is in your blood. Technology will move in and speak through you, like it 
or not¶ and certainly as society moves into further complex relationships with 
technology in the 21st Century, it is more important than ever to take these 
interactions seriously.  
 
Review Summary  
Although the image has been discussed in some length by different philosophical 
and phenomenological theorists from varied disciplines over the last two centuries, 
when it comes to photography as a practice there has been little interest. There 
have been only a few research studies relating to how photography is done in 
everyday life, despite its popularity and endurance as an everyday practice. 
Therefore, this review has had to turn to other areas, offering a broader summary 
of the different issues pertaining to the various strands found within this study, 
mainly the urban, place, phenomenology and photography. 
  
The city was framed as a place of constant movement and interest, where 
technology has always quickly adapted and appropriated in urbanites in different 
ways. It is a place that has always fascinated photographers, writers, artists and 
philosophers who, like the early Flâneur, wander the streets in search of 
inspiration. From a more distant perspective, Thrift and others interested in NRT 
are also inspired by the city and what it has to offer in terms of user experience. 
The review then moved on to phenomenology, primarily the writing of Merleau-
Ponty and its wider significance to photography practice, utilising his ideas on 
perception and the body, which were inspired by the broad brush strokes of 
Impressionism.  
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Finally, the review examined the growth and impact of our current relationship with 
technology, showing how devices have become integrated into our everyday life 
world and routines. It also highlighted the philosophical implications of this 
technological familiarity for photographers and their cameras, drawing upon both 
+HLGHJJHU DQG ,KGH¶V ZRUN. This study will now turn to examine the specific 
methodological issues and ideas pertaining to experience, discussing how specific 
methods can facilitate a new understanding about the SKRWRJUDSKHU¶V everyday 
movements, both online and offline, by conducting a multi-sited ethnography. 
  
 
 
 
 
 
 
 
Chapter 3 
 
Methodology 
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Introduction - FROORZLQJµWKHWKUHDGs of cultural processes¶ 
Jiron (2011:40-41) explains that to fully understand different cultures and 
SUDFWLFHVWKHUHVHDUFKHUPXVWIROORZWKHYDULRXVµWKUHDGV¶LQYROYHG, writing that µDQ
essential part of ethnography involves carrying out fieldwork as a way of being 
WKHUH« [ethnography] has provided more effective methodological means to 
apprehend urban practices and experiences thDQ WUDGLWLRQDO PHWKRGV¶. 
Ethnographic research has developed to signify not simply one approach, but 
often adopting an array of methods, in a variety of places, studying many different 
DFWLYLWLHV7KHWHUPµHWKQRJUDSK\¶KDVµin some fields come to signify a move away 
IURP SXUHO\ WH[WXDO DQDO\VLV¶ 0LOOHU Dnd Slater, 2000:11). In other examples, the 
idea of the Internet ethnography µhas come to signify almost entirely the study of 
online community and relationships ± the ethnography of cyberspace¶ (ibid.: 21). 
 
Therefore, it seems that µif ethnography of the internet is not about writing down 
the oral other, it may be about capturing and putting down on paper the digital 
other¶ (Beaulieu, 2004:20). Certainly researchers are becoming more involved with 
their participants¶ digital lifeworld and are messaging, videoing, tweeting, 
uploading, lurking and logging on to a variety of different websites, communities 
and blogs to find out more about online places and cultures and those that inhabit 
and use them (Hine, 2000; Kendall, 2002; Nip, 2004; Cohen, 2005; Boyd, 2007; 
Davies, 2007; Bardzell and Odum, 2008; Reed, 2008). 
 
Most recent online ethnographies are not purely based within virtual worlds and 
normally researchers meet up with members of online sites to gain more insight 
into habits, motivations, routines and patterns of usage in a face-to-face setting. 
Kendall (2002:16) underlines the importance of meetings between participants and 
states that µjoining an offline gathering constitutes almost a rite of passage for 
online participants¶. Nevertheless, Hine (2000:48) counters this by stating that 
µmany inhabitants of cyberspace never have face-to-face meetings and have no 
intention of doing so¶ before going onto explain that some researchers feel duty 
bound in the pursuit of µethnographic holism¶ (ibid.) to interact with their subjects 
face-to-face. 
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Regardless of viewpoint, there has certainly been a decisive move away from 
early academic research surrounding the separation of online and offline 
interactions. It is now widely understood that µonline situations have roots in offline 
realities¶ (Kendall, 1999:58), and in a similar vein µit is important to remember that 
DOO µ,QWHUQHW UHVHDUFK¶ WDNHVSODFH LQDQHPEHGGHGVRFLDOFRQWH[W« consequently 
PRVWµRQOLQHUHVHDUFK¶UHDOO\VKRXOGKDYHDQRIIOLQHFRPSRQHQW¶ (Bruckman cited in 
Orgad, 2008:52). With this in mind, this chapter will outline the methodological 
framework developed for, and used within, this study, justifying why different 
approaches were selected. It begins with an overview of the current trend for 
locating ethnography within multiple sites of interest, showing the importance of 
following the different µthreads of process¶, wherever they may go. It will then go on 
to examine the changing role of the photograph within ethnographic research.  
 
Next, the discussion turns to phenomenology and demonstrates how a broad 
phenomenological attitude can be absorbed into ethnographic research, opening 
up the field to reveal a variety of different experiences. There will then be a 
discussion on movements within online places, detailing current research trends 
particular to computers and their users. Finally, these different strands are brought 
together to outline the specific methodological approach of this study, combining a 
variety of methods and approaches to examine how photography is practiced in 
everyday life.  
 
 
7KHµPXOWL-sited¶HWKQRJUDSK\ 
Although the µnotion of µthe field¶ as a geographically defined research area¶ 
(Wittel, 2000:2) has diversified and widened to include the virtual domain, it is still 
true that µethnographic research remains firmly rooted in the first-hand exploration 
of the research settings. It is this sense of social exploration and protracted 
investigation that gives ethnography its abiding and continuing character¶ 
(Atkinson et al., 2001:5). In the past, ethnographers spent many years researching 
their subjects in the field and much of the early literature focuses on ways of 
gaining access to, and building trust with, key gatekeepers through a variety of 
techniques centring on face-to-face contact. 
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These gatekeepers are still there as members, moderators or administrators of 
groups and sites but now they are certainly easier to locate or contact directly. 
Hine (2000:22) believes that µthe popularity of the ethnographic approach to online 
phenomena probably owes something to the accessibility of the field site to 
increasingly desk bound academics¶ and undoubtedly µaccess issues... centre not 
so much on the difficulties of gaining access but on the consequences of access 
that, initially at least, seems almost too easy¶ (Walsh, 2004:232). Whilst many 
studies are labelled generally as ethnographic the µresearch is often characterised 
by fragmentation and diversity¶ (Atkinson et al., 2001:2) where no two studies take 
the same approach. Wittel (2000:9) states that: 
 
Like the objects of ethnographic inquiry, ethnography itself is on the move. It is moving 
DZD\IURPµILHOGV¶DVVSDWLDOO\GHILQHG localities towards socio-political locations, networks 
and multi-sited approaches. And it is moving from physical spaces to digital spaces.  
 
An increasing amount of research is conducted in and across multiple sites, 
allowing for an incorporation of various movements and techniques into a single 
study, enabling places and experiences to be understood in greater depth. The 
multi-sited ethnography builds on an µethnographic tradition of studying cultures 
and their situated practices but it seeks to enable a broadening of the investigation 
to the VWXG\RIPRYHPHQW LQWHUDFWLRQVRQ WKHPRYH FRQQHFWLRQV« and mobility 
experiences¶ (Jiron, 2011:41). Larsen (2008:154) simply summarizes that µmulti-
sited ethnography priviOHJHV URXWHV UDWKHU WKDQ URRWV¶. This approach is a natural 
progression from earlier studies (though not all necessarily ethnographies) in the 
last part of the 20th Century. 
 
The first researchers of online cultures in the early 1990s were mostly preoccupied 
by questions of identity, community and reality, with the emphasis on what was 
being lost offline in favour of the online word (Turkle, 1995).1 By the early 2000s 
research had moved on, looking at selected online communities and Multiple User 
Domains (MUDs), examining online interactions in a more positive way and 
developing ideas on how members interacted online and offline (Hine, 2000; Miller 
and Slater, 2000; Kendall, 2002; Kusenbach, 2003; Cohen, 2005). 
                                                          
1
 Beaulieu (2004) also contends that the notion of community was overly fetishized by early 
researchers 
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Now, the current generation of researchers are adding to this expanding field, 
examining the multiple roles of the internet within everyday life. The multi-sited 
ethnography emerged from these various approaches and as such is located in 
many different µsites of observation and participation [that] cross-cut dichotomies 
such as the µlocal¶ and the µglobal,¶ the µlifeworld¶ and the system¶ (Marcus, 
1995:95). This idea stems from the fact that µevery day practices are complex, 
multifaceted and creative [and] they demand a complex and multidimensional 
approach to ethnography¶ (Stoller, 1997:41-42). Larsen (2008:154) also believes 
that a µmulti sided ethnograpK\ LV DERXW IROORZLQJ WKH IORZV« in and across a 
particular field¶. Wittel (2000:8) adds WKDWµrather than emphasising the differences 
between material and digital spaces, we should introduce a more relational 
perspective and concentrate on the similarities, connections and overlappings.¶ 
 
Although Chapter 1 highlighted a relative lack of research on photography as 
practice, the photograph itself has been utilised as a recording tool ever since its 
invention. Researchers across a variety of disciplines have utilised the camera to 
document their discoveries throughout history. The next part of this review will give 
a brief overview of the ways in which the photograph has been utilised by past 
studies, as well as demonstrating how new research is expanding the potential 
role of camerawork. 
 
 
The changing role of photography within ethnographic research 
Whilst a full review of the KLVWRULFDODVSHFWVRISKRWRJUDSK\¶VXVHby a variety of 
disciplines is beyond the scope of this research, it is useful to put into context the 
journey of the photograph from µan isolated, self-sufficient and somewhat eccentric 
specialism¶ (Emmison and Smith cited in Pink, 2007:13) to an acknowledgement 
WKDWµimages play [a role] in the elaboration and enactment of distinctive fieldwork 
techniques¶ (Latham and McCormack, 2009:256). Earlier discussions highlighted 
the multiple roles of photography within society and how the optical was embraced 
by science, the state, tourism and the corporate world for various means. The 
photograph soon became a research tool that was µat the cusp of the scientific, the 
social and the humanities¶ (Price and Wells, 2004:23). 
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Early anthropologists used photography with particular zeal producing images that 
now make the modern viewer squirm. The photographs of the natives in situ and in 
the studio can now viewed as µcultural documents offering evidence of historically, 
culturally and socially specific ways of seeing the world¶ (Rose, 2000:556). Modern 
anthropological research sought to distance itself from Edwardian photographic 
culture that was µassociaWHGZLWKUDFLDOFODVVLILFDWLRQ« and the culture of collecting 
and museum display¶ (Grimshaw and Ravtez, 2005:5).  
 
Edwards (my emphasis, 2006:14) insists that early anthropological photographs 
should be re-examined and looked µinto rather that looked at¶, urging 
anthropologists to think more openly in their attitude toward the visual, a trend that 
continues today (Da Silva and Pink, 2004). It is worth noting that the rise of 
sociology as a discipline was parallel to the growth of photography, however the 
photograph itself was not utilised as a research tool until much later. Harper 
(2003:3) highlights how the leading European sociologists were µcontent to 
abstract social life into words¶ rather than pictures and instead µit was in the US, 
where sociology was more closely linked to philosophical pragmatism, that 
photography was introduced¶ (ibid.)2. However, the images were limited in scope 
and were quietly dropped for more µqualitatively orientated¶ textual field work 
(ibid.). Grimshaw and Ravtez (2005:5) chart the trend more widely, stating that µthe 
suppression of visual anthropology by an emergent textual discipline was part of a 
more general denigration of vision within European intellectual culture¶. This is not 
to say that photography was suddenly absent from research texts, instead it was 
used in a limited, primarily illustrative capacity. 
  
Nevertheless, photography in a research capacity continued on in earnest in 
various modes, as practitioners continued to capture all types of everyday life at 
work and at play. Becker (1974:5-6) explains that µlike sociologists, photographers 
have been interested in contemporary social problems: immigration, poverty, race, 
VRFLDO XQUHVW« and less controversial problems, in the style of sociological 
ethnography¶. 
                                                          
2
 This also follows the consumer market for photographs which was quicker to develop in the US 
before the practice took off across Europe. Although some early American sociologists used 
photography to support their written material (mostly by researchers at the Chicago School).  
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Crucially, the output of photographers such as Bill Brandt, Lewis Hine, Robert 
Frank or Walker Evans is classified as photo-journalism, art or simply a µpersonal 
vision¶ (Price, 2004:102) with the emphasis placed on representation rather than 
investigation3.  
 
There has been a recent change in academic attitudes when utilising the visual 
(such as photography, film and video) along with other sensory modes (sound and 
smell) within multiple research fields. This is due in part to the cheapening of 
everyday technology and increase in user familiarity of many different modes such 
as mobile phones and digital cameras, a combination of which allows the 
researcher and their participants to be more creative, interactive and flexible 
(Davies, 2007). Pink (2009:23) has charted WKH µVHQVXDO WXUQ¶ LQ FXOWXUDO
geography, anthropology and sociology where µa strong interest in human 
experience¶ has led to a shift from µthe dominance of linguistic, semiotic, and 
textual models of interpretation¶ to a µmore phenomenologically inflicted approach¶ 
(Grimshaw & Ravtez, 2005:6). 
  
This shift has led to a growing interest in the use of photography to build up a fuller 
impression of the sensual landscape. Grimshaw and Ravtez (2005:5-6) cite the 
work of Barbara Stafford, stating that µ[she] argues for a conceptual realignment, 
one that dislodges the disembodied linearity of linguistically based models of 
interpretation in favour of approaches that encompass the embodied, the sensory 
and materially grounded dimensions of the visual¶. Similarly, when discussing film 
studies Sobchack (2004:55) argues that µcontemporary film theory has generally 
LJQRUHG«FLQHPDVVHQVXDODGGUHVV.¶ 
  
Pink (2009:41) believes that there should be an incorporation of µother ways of 
knowing, remembering and imagining into academic practice¶ via the use of the 
visual as a research tool. Pink (ibid.: 136) also discusses the potential of 
photography within ethnographic research stating that photographs: 
                                                          
3
 2QH H[FHSWLRQ WR WKLV ZRXOG EH WKH PDJD]LQH µ/LIH¶ ZKLFK KDG D QXPEHU RI GLVWLQJXLVKHG
photographers and was unflinching in its portrayal of an array of different subjects, from the 
Vietnam war, to the inner city gangs to celebrity portraits. Their photo archive is hosted on Google 
and despite going out of print in 1972 is still published online. Available at www.life.com [Online] 
(Accessed 25th January 2012) 
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Have the capacity to bring textures, surfaces and the sensory experience they evoke right 
up close to the reader: they both invoke embodied reactions and offer routes by which, via 
our own memories and subjectivities, we might anticipate what it feels like to be in another 
place. 
 
Photography has now been embraced as a useful tool when carrying out 
ethnographic research and is in itself an µabstracting process¶ (Collier cited in 
Jenkings, Woodward and Winter, 2008:6; see also Shinkle 2005, 2008). Whilst 
photographs can link various interwoven narratives together to give a more 
realistic, first person perspective on the researchers¶ or participants¶ lived 
experience, they have also been applied in other, constructive ways. An example 
of this would be photo-elicitation, a technique pioneered by John Collier Jr. in the 
¶Vwhich µrelies on the idea of the photograph becoming a visual text through 
which the subjectivities of the researcher and participant intersect¶ (Pink, 2009:93). 
The use of the photograph in ethnographic research is not only limited to an 
interview tool µ7he growing interest in areas of ethnographic experience lie 
beyond the discursive¶ (Grimshaw and Ravtez, 2005:6) meaning that 
ethnographers are turning to visual media as a way to examine and act out 
everyday movements, interactions and practices in multifaceted ways. Beyond the 
discursive, research has also taken a further phenomenological turn. It is to this 
work that this review will now focus. 
 
  
Phenomenological approaches  
In the previous chapter, the discussions on photography and phenomenology 
highlighted how both practice and philosophy could inform the approach of one 
another, but thus far their paths have not crossed that often. In comparison, there 
has recently been a decisive move towards a more reflexive form of ethnographic 
research WKDW VSHFLILFDOO\ FLWHV D µSKHQRPHQRORJLFDO DSSURDFK¶ Shaw (2008:3) 
neatly summarises that her book:  
 
Does µSKHQRPHQRORJ\¶DGHVFULSWLYHSXUVXLW LQZKLFKDVPXFKDVSRVVLEOHRQHLPPHUVHV
oneself in an experience, WRDQDO\VHDQGXQGHUVWDQG LW« phenomenology is a philosophy 
FRQFHUQHGZLWKWKHFRQVWLWXWLRQRIFRQVFLRXVQHVV« the technical apparatus of photography 
and film acts as an incursion into the lifeworld, producing a change in consciousness both 
in relation to reality and the aesthetic experience. 
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Maso (2001:144) explains that explicit phenomenological ethnographic research 
WULHVµWRJHWFORVHWRLWVVXEMHFWVLQRUGHUWRFDSLWDOL]HXSRQWKHLUIDPLOLDULW\ZLWKWKH
WRSLFRIVWXG\¶EXWGRHVQRWDVVXPHWKDWWKH\ZLOO ILQG µDQXQGHUO\LQJVKDUHGDQG
FRJQLWLYH RUGHU¶ (ibid.) between them. Kusenbach (2003:458) argues that µto 
develop a phenomenological ethnography offers the promise of saving 
phenomenology from the inadequacies of a soOHO\µSKLORVRSKLFDO¶IRXQGDWLRQ¶. Pink 
(2009:25) also writes that µWKHLGHDWKDWHWKQRJUDSKLFH[SHULHQFHVDUHµHPERGLHG¶
± in that the researcher learns and knows through her or his whole experiencing 
body ± has been recognized in much existing, methodological literature across 
µHWKQRJUDSKLFGLVFLSOLQHV¶¶.  
 
These disciplines range from anthropology to sociology, film studies, tourism and 
dance where different aspects of the phenomenological attitude have been 
embraced. The concept of embodiment is a crucial aspect of sensory based 
ethnographies permitting the researcher to go beyond the written word. Stoller 
(1997:85) argues that µembodiment is not primarily textual, the human body is not 
principally a text; rather, it is consumed by a world filled with smells, textures, 
sights, sounds and tastes, all of which spark cultural memories¶ which should be 
placed at the heart of the ethnographic experience. Kozel (2007:5) continues that 
µbodies, thought, imagination, memories, material conditions of life and affect find 
a voice through phenomenology¶ whilst Pink (2009:132) indicates that the primary 
motivations of doing a sensory ethnography is µto bring researchers and their 
DXGLHQFHV FORVH WR RWKHU SHRSOH¶V PXOWLVHQVRU\ H[SHULHQFHV NQRZLQJ SUDFWLFH
memories and imaginations¶. 
 
Ultimately µethnographers might still start from a particular field, but they have to 
trace and move along thoVHFRQQHFWLRQVZKLFKDUHHQDFWHGIURPWKDWILHOG¶Hine 
cited in Larsen 2008:154). This section will now review a selection of studies with 
a variety of different approaches which have successfully adapted a number of 
varied phenomenological elements. The studies by Brindiner-Viani (2005) and 
Kusenbach (2003) each have a different theme (photography and sociology 
respectively) but both use similar research strategies and have related 
phenomenological influences. 
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Brindiner-Viani (2005:461) believes in µthe idea of careful looking¶ and uses 
photography as a tool to help her µtheorise and conduct conversations¶ in a unique 
style of ethnography (ibid.). To gain a deeper knowledge about her local 
neighbourhood and the stories and people contained in it, Brindiner-Viani walked 
ZLWKSDUWLFLSDQWVDFFRPSDQ\LQJ WKHPLQ WKHVW\OHRID µJXLGHGWRXU¶RI WKHSODFHV
that meant the most to them. She states that µin taking a phenomenological 
perspective, I have asked people to talk not about the agreed-on histories of this 
QHLJKERXUKRRG EXW DERXW SODFHV« as they have experienced them¶ (ibid.:461). 
The use of a similar strategy is employed by Kusenbach (2003:463) who uses the 
µJR DORQJ¶ method in her ethnography about local urban experiences, explaining 
that go alongs are: 
 
A hybrid between participant observation and interviewing [and they] carry certain 
advantages when it comes to exploring the role of place in everyday lived experience... 
ethnographers are able to observe their informants spatial practices in situ while accessing 
their experiences and interpretations at the same time. 
  
The strength of in-situ observation is summarised by Wittel (2000:7) who states 
WKDW µone does not have to mystify or priYLOHJHSDUWLFLSDQWREVHUYDWLRQ« its value 
for an understanding of social situations, everyday routines and embodied 
practices can hardly be underestimated¶. Brindiner-Viani (2005:461) also 
incorporates the work of David Seamon, drawing on his phenomenological 
analysis of the images by Andre Kertész (discussed later in Chapter 6) which 
demonstrates the power of photography µto see in detail the small pieces that 
make up the everyday.¶ 
  
In a similar manner, Kusenbach (2003:470) is also interested in unearthing the 
overlooked details of everyday experiences believing that µgo alongs can unearth 
mundane details too trivial to think and talk about during more formal research 
occasions¶. Sobchack (2008:120) HPSKDVLVHV WKDW WKLV LV SKHQRPHQRORJ\¶V
strongest methodological tool, where importance is placed on µperforming 
SHUFHSWXDOYDULDWLRQVDQGLQWHUURJDWLQJRQH¶VSUHVXSSRVLWLRQV± what seems given 
and hardly worth mentioning¶. A key part of this everyday engagement is walking 
which, as an ethnographic tool, is now being used by a number of writers as a 
useful strategy to gain insight and knowledge into patterns of movement and the 
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SDUWLFLSDQW¶V relationship with their environment. Pink et al. (2010:5) explains that 
µWhe question of the relationship between walking, images and the environment is a 
rich area for analysis and begs further H[SORUDWLRQ¶ Vergunst (2011:205) also 
EHOLHYHV LW LV LPSRUWDQW WR µ>ORRN at the connections between] walking and 
ethnographic fieldwork in perceiving the world in a mobile manner and creating a 
partLFXODUNLQGRIVRFLDELOLW\EDVHGRQVKDUHGUK\WKPRIPRYHPHQW¶. 
 
Lashua and Cohen (2010:82) highlight that µstrolling through areas of the city 
SURYLGHG LPSRUWDQW H[DPSOHV RI D µGLVFRYHU\ RI FRLQFLGHQFH¶ $XJH 
triggered by walking.¶ Indeed it is clear that: 
 
7KHFLW\ LVPDGHRI OD\HUHGHQYLURQPHQWVHQWZLQHGZLWKPDQ\SHRSOH¶VH[SHULHQFHVDQG
connections. The urban context is gridded, marked and mapped; there is an impulse to see 
it as transparent, as knowable as though these marks and maps are where meaning is 
made and made visible. Yet there is important meaning outside these ordering structures; 
there are spatial tactics and emotional poetics that interplay with these structured everyday 
spaces. 
(Brindiner-Viani, 2005:459).  
 
Brindiner-Viani then goes on to relate intimate moments she shared with her 
subjects around the urban area which were enhanced by the experience of the 
guided tour. Kusenbach (2003:463) also highlights that µwhat makes the go-along 
technique unique is that ethnographers are able to observe their informants spatial 
practices in situ while accessing their experiences and interpretations at the same 
time¶. Furthermore, Pink (2009:79) states that µwhile walking with research 
participants has always been integral to ethnographic practice, in contemporary 
writing the theoretical and methodological implications of this are coming to the 
fore¶. 
  
The familiarity of everyday places and practices also aligns with non-
representational theory (NRT) ZKHUH µWKH PDLQ GRPDLQ RI investigation is the 
DEVRUEHG VNLOIXO FRSLQJ RI WKHVH SUDFWLFHV¶ 7KULIW  LQ DQ HYHU\GD\
context. Researchers are now beginning to understand that µthe world appears 
different on the move ± we understand it and relate to it in distinct ways from when 
we are still¶ (Fincham et al., 2010:1). Taking this on board, this study adopted a 
similar approach advocated by Kusenbach, Bendiner-Viani and Pink, walking and 
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talking with Flickrites and accompanying them as they moved around the local 
cities of Sunderland and Newcastle. 
 
Larsen (2008) believes that, ethnographic, non-representational enquiry gives a 
new perspective on tourist photography practices, which he believes should also 
be extended to multiple sites in order to trace the patterns and habits of photo 
taking abroad (in the home as well as public spaces). Latham and McCormack 
(2009:256) are interested in µhow photographic images can be understood as non-
representational participants in the processes and practices of thinking through 
cities¶ their work encouraging us to µthink through the concept of rhythm¶ (ibid.) and 
everyday engagement within cities. 
 
Clearly it is important to accompany participants to uncover habits and unseen 
details which form their photographic practices, revealing the things that they do 
not notice but do every day with the camera whilst within the urban environment. 
Brindiner-Viani¶V (2005:469) strategy of walking and dwelling with research 
subjects ultimately unlocks the µemotional content¶ of everyday environments 
allowing for a deeper knowledge about their routines and movements. Lashua and 
Cohen (2010: 80) also utilised a similar strategy explaining that µwalking tours are 
useful in VHYHUDO UHJDUGV« WKH FLW\VFDSH LWVHOI RIWHQ DFWV DV D SURPSW« as we 
move through the urban environment¶. 
 
 
Following movement in online space 
Observing and moving with participants in their physical environment is relatively 
straightforward, however much of the general ethnographic literature does not 
tackle the more muddy issue of online orientations or the tracing of movement in 
virtual environments. Ingold (2011:249) notes WKDW µKRZ SUHFLVHO\ we should 
understand 'movement' through the internet is an interesting question¶ and one 
that thus far, not been fully answered. Adams (2005:98) writes µthe movement 
through physical and virtual spaces is simultaneously a means of extending the 
self into society and nature and an on-going encounter with the extensions of 
others¶. 
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Although he goes on to detail the walk around his local neighbourhood, noticing 
small details and steering the reader through his own personal interpretation of the 
µgeography of interactions... social relations and technological systems¶ (ibid.: 114) 
that take place in everyday life, he does not elaborate on similar personal 
experiences in an online context. To interpret and understand the online 
movements of others poses a distinct challenge.  
 
Within the (offline) urban environment the researcher can of course physically 
accompany the participant around their spaces and interpret or question 
movements, but the biggest challenge for this study was how this technique could 
be DGDSWHG WR OLQN ZLWK RQOLQH µGRLQJV¶. +RZ GRHV WKH UHVHDUFKHU µIROORZ¶ ZKHUH
users go on Flickr and observe how they generally get around the site? The 
answer cannot be found by looking to existing research as there have not been 
any ethnographic based studies relating to Flickr and online orientation by its 
users. In general, there is a need for more research regarding online photographic 
practices, not just about the images themselves but about other online features 
that allow users to interact with the site and with one another in different ways.  
 
Palmer (2010:158) identifies that µcurrent changes to the ways in which we 
capture, store and disseminate photographs ± and the emergence of online photo-
sharing platforms in particular ± demand a rethinking of dominant theories of 
personal photography.¶ For example µmuch previous research has explored how 
people collaborate around physical photos, however much less is understood 
about the possibilities provided by the recent emergence of photo-sharing 
websites¶ (Miller and Edwards, 2007:1).  
 
One of the main difficulties facing all research in this domain, and more widely 
across HCI, is the speed at which new applications and websites are being 
developed ± research is, to some extent, always playing catch up with many of the 
recent technological advances. Whilst there have been a number of studies into 
the educational, sociological and artistic implications of Flickr (Davies, 2007; 
Lindgren, 2007; Keegan, 2008) there have been noticeably fewer studies from a 
media or photography studies perspective (Rubenstein and Sluis, 2008; Richter 
and Sadler, 2009). 
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The bulk of existing research on Flickr falls in the HCI and computing science 
domains, however there are different issues about how these disciplines have 
traditionally researched and tested web users. Hart et al. (2008) explain that µin a 
situation where users are hanging around on a website it further raises the 
question about the relevance of WUDGLWLRQDO PHDVXUHV RI XVDELOLW\« when 
evaluating social web services.¶ Another additional difficulty faced by the 
researcher in conducting online research, and particularly into larger sites like 
Flickr, is the vast amount of users all using the site in unique ways and µstudies on 
online social networks (OSN) generally ignore the fact that not all users may be 
equally active and that thH OHYHORI XVHUDFWLYLW\« is likely to be highly dynamic¶ 
(Valafar, Rejaie and Willinger, 2009). The variances between user interactions on 
a site the size of Flickr are just too big to be able to draw any kind of general 
conclusion about how all members may use the site4 making this type of research 
less appealing to HCI studies.  
 
The principle difficulty in researching online interactions, movements and 
behaviours is that there is no way of really understanding why users do what they 
do without watching them all on an individual basis and asking them. Computer 
programmes are not yet sophisticated enough to interpret these behaviours, to 
understand the different depths and categories of emotion that motivate users 
such as curiosity or boredom. Kumar and Tomkins (2010:1) concede that µthe 
evolution [of internet usage] is difficult to observe, partly because of its velocity 
and partly because user behaviour data is not generally available. Thus we lack an 
accurate picture of how users engage with the web.¶ This research can offer some 
insight into interactions and movements by a group of Flickr members, however far 
more work needs to be conducted in this research area to fully understand the 
complexities of these online interactions. 
 
 
 
 
                                                          
4
 One of the interesting gaps in knowledge about Flickr is just how many members there are as 
Yahoo have never released site membership information, so the true figure is currently unknown in 
the general domain. 
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Knitting the threads together: the methodological approach  
Discussions within this chapter have established that researcher interaction with 
the environment and their respondents, be it offline or online, can be successfully 
approached via a broad phenomenological framework. Just as µMerleau-Ponty 
placed sensation at the centre of human perception¶ (Pink, 2009:26), the modern 
ethnographer should strive do the same, varying their approach and triangulating 
different strands of enquiry. This final section will now detail how these different 
strands of theory and practice were knitted together as a whole, outlining the 
different strategies that were used in this study to obtain a fuller understanding 
about how photography is practiced both offline and online. 
 
To find participants I began on Flickr, focusing on groups whose name was 
themed around the North East of England, and particularly in Sunderland or 
Newcastle, however this search brought up around 2000 related groups with these 
particular themes. As many of the groups tended to have crossover membership, I 
hoped that posting a request for interviewees in a selected number of larger 
groups would result in other members of some of the smaller groups getting in 
touch as well. In each instance, I asked the permission of the administrator to post 
calls for interviewees on the group discussion board, which briefly explained my 
research and how they could contact me via Flickrmail.  
 
Unfortunately, the response rate to these initial posts was not particularly 
encouraging and when only a handful of members had contacted me via email 
after a month, I decided to change my strategy. I began to look for members who 
were recently active in the groups and contacted them directly via Flickrmail to ask 
if they would be interested in being interviewed. This direct approach proved to be 
highly successful with a 100% positive response rate and not a single refusal for 
an interview request. I also had a number of referrals from interviewees who 
recommended that I approach other photographers in their groups who they 
believed would also be interested in taking part. In total this led to 21 interviews, 
the majority (19) were conducted face-to-face in public settings, near to where the 
participants either lived or worked. 
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All participants gave their permission for interviews to be recorded for subsequent 
transcription purposes. In the remaining two instances, photographers were 
unable to meet me in person so the interviews were conducted through a series of 
emails and using the Skype messenger service (i.e. a text-based conversion, not 
voice), which was an excellent tool. This allowed for a real time discussion to take 
place, which could also be archived for later transcription. The format of the 
interviews followed a semi-structured approach, as I did have a set list of 
questions to ask but the conversations were often free flowing and covered a wide 
range of topics relating to photography. All photographers were keen to share their 
knowledge and passion and were very comfortable in answering questions about 
their experiences with the camera, so each interview lasted at least an hour. The 
subject of the questions ranged from asking about their history with using a 
camera, to thinking about their use of Flickr and how they became more involved 
with the site. 
 
Most participants gave me permission to use their first name within the research 
and only two wanted to be known in the study as their Flickr username. Where 
photographers have the same first name, I have included the first initial of their 
second name to distinguish between them. As well as recording the interviews, I 
also made personal observations in notebooks but not all of these were eventually 
transcribed. Some of this material did end up in the main body of the thesis and is 
marked as µauthor field notes¶ and the date they were written. 
  
At the end of some of the interviews, I asked if photographers wanted to further 
extend their participation by allowing me to accompany them for a walk and talk 
interview on their next outing with their camera, which meant that they were 
already comfortable with being asked questions about their photography habits. A 
total of seven individual walk and talks were conducted in and around the 
Sunderland and Newcastle city environments, and on one occasion further away, 
at the costal location of Saltburn. In addition to making rough field notes, on 
several of these outings I also brought my camera with me to take various pictures 
along the route. This had a dual purpose: to jog my memory about the routes the 
photographers took around the city and to make the photographers feel more at 
ease with my presence. I think some of them found it slightly odd to have me 
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watching them when they were outside and so the camera acted as a natural 
discussion point. The meeting points were suggested by participants and were 
often their favourite areas that they had visited before in the city. The material and 
observations that came from these discussions were both interesting and exciting 
as it allowed me to see up close how participants took the photographs that they 
did and gave a huge insight into the physicality of their practice, something simply 
not achievable through interview alone.  
 
To supplement these walk and talk sessions, I had planned on going to Flickr 
meet-ups which are scheduled on an ad-hoc basis by members on the group sites 
via the discussion board. Before this study began, offline meet-ups were 
seemingly very regular, however they happened more infrequently as the research 
progressed and were not particularly well attended. I can only speculate that this 
possibly demonstrates the evolution of Flickr from an exciting novelty to a more 
familiar presence in the lives of photographers. Nonetheless, when meet-ups were 
scheduled, I went along and attended five meet ups in different locations around 
Newcastle and Gateshead. These were as diverse as going around a heritage 
train depot, visiting a local park, and attending an outdoor music festival. In all of 
these instances, the attending photographers all knew about the study, although 
were not all necessarily interviewees. During the meet-ups I brought along my 
camera and took extensive fieldnotes which were later transcribed. My 
observations about various interactions and movements whilst attending these 
meetings have also been included throughout the thesis.  
 
The final part of the methodological strategy posed the biggest challenge: namely 
the browse and talk sessions that observed photographers whilst they were using 
Flickr. From the same pool of interviewees, five agreed to take part in the final 
browse and talk sessions, one of which was conducted in my office in Sunderland 
and the others in a variety of places across Newcastle city centre. There were 
obvious restrictions as to who was available for browsing sessions, as most 
interviewees had commitments during the day. University safety guidelines also 
PHDQW WKDW , FRXOG QRW JR WR SDUWLFLSDQW¶V KRPHV DW QLJKW ZKLFK ZRXOG KDYH
allowed me to observe their browsing behaviour in less public conditions. 
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Upon reflection, I would have liked to see how they interacted with their own, 
familiar computer in a more personal environment which is an area for future 
development. There were initially a few difficulties relating to this method when the 
sessions started. Most were conducted on my laptop which meant that participants 
had to adjust to the configurations of the keyboard. As the meetings had to be in 
public venues, such as libraries and cafes, this meant registering and connecting 
to their internet WiFi service which often meant setting up a username and 
password. Although relatively straightforward, this process was often time 
consuming.  
 
The method adopted in these browse and talks was simple: the participants all 
logged on to their Flickr page and I observed them as they went through their 
general routine, watching how they navigated the site, interacted with and 
JHQHUDOO\ µKXng about¶ on the site. As they went through their routines, I asked 
them to talk through what they were doing as they did it, to enable me to further 
understand more about why they went to certain places and used particular 
features whilst ignoring others. I recorded some of these interviews on digital 
recorder as well as making detailed field notes to correspond with the audio. Each 
of the five sessions lasted at least an hour, however many participants noted that 
they could be on the site all day, casually dipping in and out as they were doing 
work online or looking at other sites.  
 
There was a great benefit to following the same participants through both the 
browse/walk and talk sessions. It allowed me to view their interaction flow between 
camera, city and computer and directly compare their movements between each 
setting. Furthermore, I felt a more in-depth connection to the photographers and 
meeting with them more than once allowed me to get to know them better, leading 
to an even deeper understanding of both their photography routines and the 
impact of their local city within their everyday life. 
 
Larsen (2008:157) believes that µethnography is particularly suitable for exploring 
practices and flows of photography because it allows naturalistic and situated 
observations and accounts¶ , ZRXOG DUJXH WKDW WKLV DOVR H[WHQGV, and can be 
applied successfully to, online photography practices as well. 
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Summary of Review  
This review has outlined some of the issues and techniques related to 
approaching and conducting the ethnographic research from a phenomenological 
perspective, highlighting the usefulness of the researcher revisiting their own 
experiences, as well as those of the respondents, in detail.  
 
Accompanying respondents as they undertook photographic tasks on their 
computers, combined with in-depth interviews and observations whilst out and 
about in everyday environments, offered a fresh and unique insight into everyday 
practices. µWhat is interesting ethnographically is not the result (the photo, the 
GPS reading), but the technique, or in other words, the way the person interacts 
with their surrounding objects and landscape according to their shared habits and 
JHVWXUHV¶ 9HUJXQVW  One final, important point to raise here is the 
distinction often made between the digital and the physical or how µthe offline is 
treated as that which makes sense of, or explains, the online¶ (Slater cited in 
Orgad, 2008:63). 
 
In the context of this research it would perhaps be tempting to say the same, that 
the photography and interactions on Flickr are secondary to the offline context, the 
physical taking of photographs and WKHµGRLQJV¶RISKRWRJUDSK\ However in reality, 
there is far more movement or slippage between the two, and this is shown in the 
later chapters by the examples given by the participants in this study.  
 
Orgad (2008:64) highlights that: 
 
The methodological move from online to offline relationships with informants, has 
underscored how methodology informs theory, in particular how the integrations of online 
and offline methods is interlinked with the conceptual concern with breaking down the 
dichotomous separation between WKHµRQOLQH¶DQGWKHµRIIOLQH 
 
This is a theme that will be revisited throughout this work. It was important that the 
methodology and the ethnographic strategy as a whole reflected these parallel 
elements and that both were treated with equal importance. This research will now 
turn to examine these different places and worlds, and the connections between 
them, in greater detail. 
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Plate 1 Tom Ellefsen µ4XLHW*HRUGLH1LJKWV¶&RS\ULJKW$OOULJKWVUHVHUYHG 
 
 
Plate 2  'DYLG:DUUHQµ5RRPZLWKDYLHZ¶Copyright All rights reserved 
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Plate 3 'DUUHO%LUNHWWµ:KDWHYHULWWDNHV¶&RS\ULJKW$OOULJKWVUHVHUYHG 
 
 
Plate 4 $QG\0DUWLQµ)OLFNP\VZLWFK¶Copyright All rights reserved 
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Plate 5 $QWKRQ\'RUPDQµ7KH'RRUV¶Copyright All rights reserved 
 
 
 Plate 6 $QG\0DUWLQµ,QQHU&LW\%OXHV¶ Copyright All rights reserved 
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Plate 7 $QG\0DUWLQµ&RURXV6WHHOZRUNVE\6RXWK*DUH¶Copyright All rights reserved 
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      Plate 8 5LFKDUG+RRNµ*DWHVKHDG¶Copyright All Rights Reserved 
 
 
 
     Plate 9 Richard Hook µ8QWLWOHG¶Copyright All Rights Reserved  
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Plate 10 Author field photographs taken in and around Sunderland City Centre  
From Top to Bottom: Old Vaux Brewery sign, the former front of the old public pool,  
Liebherr factory building. 
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Plate 11 the Understudy µ9DX[&RQIXVHG¶ Copyright All Rights Reserved 
 
Plate 12 the Understudy µ7DUPDF¶Copyright All Rights Reserved 
 
  
 
 
 
 
 
 
Chapter 4 
 
Places and Worlds 
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Places, worlds and the things in-between 
 
Encountering places in everyday life, one engages the place with all the senses, interacting 
with others, with the materiality and with the atmosphere of the place. 
(Frers & Meier, 2007:1) 
 
Throughout this research, a variety of places have presented themselves to me. 
Sometimes I directly sought them out, hunting for them with my camera in areas I 
already knew. At other times, they found me and I was always surprised at what I 
found when I stumbled upon them. No matter how well we think we know a place, 
there are always parts of it about which we know nothing and perhaps will never 
know anything at all. Newcastle is a city I have lived in for four years and although 
I can comfortably find my way around its centre, my local knowledge is still limited. 
In contrast, I was a stranger to the city of Sunderland. As I am based on a campus 
located on the outskirts of the city, I take the same route in and out each time, 
never entering the centre. However since walking around Sunderland for this 
research, I feel that I know it a little better than before but there are still areas 
totally unknown to me. 
 
Similar to my experience in, and knowledge of, Sunderland, I have also been a 
member of Flickr for a while. Again, I am familiar with many of its different parts 
but there are areas on the site that I still have not visited. It is in fact through 
exploring Flickr online, I have discovered the various eccentricities and hidden 
aspects of the cities local to me in an offline sense, and by looking at the many 
hundreds of photographs online I have without doubt come to know them better. 
Accompanying these new and historical photographs are discussions and 
comments by members relating to the local history and personal meaning of the 
buildings or areas that Flickrites have pictured. This both enriches the experience 
of being in and allows a deeper understanding of, these different local areas. 
 
Although the terms place and world are used separately here, there is much cross-
over between them: there are places within worlds and worlds within places. The 
distinction to be made here is that places most often refer to the specific areas that 
photographers visit, whereas worlds have a far broader scope. 
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Within this research there are many multiple and layered places and worlds to be 
found. There is the solitary world of the photographers either out with their camera 
walking in the city, or on their computer in their house. Then there are the local, 
abandoned, populated, private, public and online places. In this research, the 
Flickrites were able to find their own way through these different places with 
relative ease, moving through them many times per day. In this chapter, the 
different elements of these multiple places and worlds explored by photographers 
are examined, from the urban to the online. 
 
In the first part of the chapter I focus on the main cities that feature in this research 
(Sunderland and Newcastle) with an examination of the personal relationship that 
many of the photographers have with their city. Following on from these 
discussions, there is an exploration of the places on Flickr outlining some of the 
different areas relevant to the participants in this research. Pink (2009:41) 
describes place µas a coming together and µHQWDQJOHPHQW¶ RI SHUVRQV WKLQJV
WUDMHFWRULHVVHQVDWLRQVGLVFRXUVHVDQGPRUH¶ 
 
To understand additional ideas relating to places and the different entanglements 
within them, this chapter also considers the phenomenological consequences of 
when both the online and offline cross-over with one another. ,QJROG¶Videas about 
the meshwork are considered and then adapted to further develop a distinctive 
approach where Flickr is considered to be a tapestry, teaming with movement. 
This concept allows a fuller exploration of the orientation and interweaving of users 
and their images within the online environment. 
 
Finally, using Merleau-3RQW\¶Vµ7KH,QWHUWZLQLQJ± The &KDLVP¶ as a starting point, 
I examine how this particular theory can be incorporated into wider discussions 
involving Flickr. Other related phenomenological ideas (such as detached 
reflection) are also incorporated to allow further insight into the varied relationships 
users have with the city.  
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The Flickrites and the city 
 
'RQ¶W\RXNQRZZKHUHWRFRS" 7KDW¶VZKDW1HZ<RUN-RKQQ\VDLG 
You should get to know your town, just like I know mine.  
 
(The Clash, The City of the Dead) 1 
 
The city which is µHQWDQJOHGZLWKGLIIHUHQWPHDQLQJVDQGLPDJHV¶Frers and Meier, 
2007:119) has been a muse to artists, authors and academics alike for hundreds 
of years and has been the location and subject of some of the greatest novels, 
photographs and works of art. Whilst an in-depth exploration on the history and 
identity of the cities featured in this research is not possible here, it is important to 
briefly highlight why they draw such interest from the photographers in this 
research in order to contextualise the participants¶ (and my own) interactions with 
these places. 
 
When I first arrived in the North East of England, I explored both cities by foot. As 
a stranger to both places, I found it is the best way to get to know a city and its 
intimate places. Although both Sunderland and Newcastle have ancient historical 
roots2 the fortunes of each city boomed in the early 19th Century from the wealth 
generated by ship building, coal mining, the railways and merchant trading. This 
wealth is still reflected in the very grandiose architecture present today, where 
many of the buildings have oversized doors and windows, vaulted ceilings and 
sandstone exteriors. In the centre of Newcastle, Grey Street curves down to the 
Quayside in a glorious neoclassical symmetry, relatively unchanged from when it 
was first designed in 1830. 
  
Sunderland has the aura of a place of forgotten wealth. The city has a similar 
recent history to Newcastle and was also a place of great prosperity which 
burgeoned in size mainly thanks to multiple industries being located on the River 
                                                          
1
 Quote usHGDVWKHLQWURGXFWLRQWRµ7KLVLV6XQGHUODQG¶ZHEVLWHPDQLIHVWR$YDLODEOH>RQOLQH@DW
http://www.this-is-sunderland.co.uk/Home/Home.html (Accessed: 14th January 2012)  
 
2
 Newcastle was first established as a Roman fort, although the name is Anglo-Saxon. Sunderland 
(until 1719) was part of Monkwearmouth (that lies just on the outskirts of Sunderland city) which 
was established in 675 AD, home of the Venerable Bede. Local historical information found 
[Online] Available at: http://www.englandsnortheast.co.uk (Accessed 20th February 2012) 
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Wear and the two cities (like many others in Britain that lie in close proximity to 
one another) have a long standing rivalry. In the last part of the 20th Century, 
Newcastle repositioned itself as a cultural and business hub regenerating different 
areas of the quayside and city centre. Across the same timeframe, Sunderland 
has been less fortunate and after years of suffering at the hands of industrial 
decline, many of its residents as well as outsiders now view the city as being tired 
and neglected. The buildings and monuments still stand from when Sunderland 
was once a rich town with a thriving centre, although the grand boulevards and 
giant banking halls have now been converted into restaurants and bars. The 
Victorian winter gardens and other large municipal buildings in the centre act as a 
UHPLQGHURI6XQGHUODQG¶VIRUPHUZHDOWKDQGVWDWXV 
  
In contrast to the famous Grey Street heritage area, there are many parts of 
Newcastle that are in decline. Although the architecture is varied there are many 
run-down streets and buildings throughout the city centre. However, the different 
architecture (a mix of Medieval, Georgian, Art Deco, Brutalism, as well as more 
modern constructions) offers plenty to the photographer in terms of texture, light 
and character. Some of the buildings (particularly those built in the 1960s and 
1970s) are now crumbling away, lying empty and abandoned, but despite the 
µH\HVRUH¶ODEHO, they offer much in the way of photographic opportunity (see Plate 
5). 
  
Photographers seem to have a natural connection and attachment to the city. 
Whilst participants took pictures of a variety of subjects (nature, studio portraits) 
the majority of images on their photostream were based in and around the city, its 
architecture and its inhabitants. The city is a place in which they feel comfortable, 
ZKHUHWKH\FDQEOHQGLQDQGH[SORUHDWWKHLU OHLVXUH$QWKRQ\WROGPH³I love it in 
the city, taking photos because of the SHRSOH« there is such a variety, one end of 
Newcastle can look quite run down to the other end that looks swanky and 
modern, you do see a different mix´ $QG\ 0 explained WKDW ³my stuff is more 
personal attachment to the area and the space as opposed to just taking 
photographs´ 
 
 
94 
 
Both Gary and Paul W explained that:  
 
1DWXUDOODQGVFDSHVKRWVOLNHILHOGVDQGWUHHV,FDQ¶WGR,MXVWORRNDWWKHPDQGWKLQNWKHUH
is nothing happening but in the city, say with the sun and light there are different shadows 
at different times of the day so I tend toward more urban than rural shots. 
(Gary) 
 
I do like architecture, but recently I have been getting more into the street stuff, just people 
going about their business. Living on the fringes of a busy city there is plenty scope for it. I 
DP QRW RQH IRU UXUDO ODQGVFDSHV« I am very much an urban photographer, buildings, 
people, whatever it is the environment I am happiest in. 
(Paul W) 
 
The cities of Sunderland and Newcastle offer a spectrum of different experiences; 
industrial landscapes lie within the city boundaries whilst coastal locations are also 
nearby, offering the chance to capture seascapes (see Plates 6, 7, 11, 12). The 
heavy industry that was once so prevalent in this region still fascinates, whether it 
is the ruins of a factory or an empty void where a building once stood. The sense 
of history also permeates the pictures taken by Flickrites and the buildings are a 
part of their everyday lifeworld. 
 
LLYLQJ ZKHUH , GR LQ WKH 2XVHEXUQ9DOOH\ ORFDOKLVWRU\ ZDVJRLQJ WREHD WKHPH« that 
was really good and I learnt a lot about what was on my own doorstep and some of the 
IDQWDVWLF EXLOGLQJV WKDW ZH KDYH LQ 1HZFDVWOH WKDW SHRSOH MXVW ZDON SDVW DQG GRQ¶W HYHQ
notice half the time. 
(Paul W) 
 
Bringing the unnoticed into view 
One of the overarching themes in this research is that the photographer wishes to 
bring the unnoticed into view (discussed later in Chapter 6) and making sure that 
other city dwellers do not forget what is disappearing from their everyday 
environment. Since being involved with this research, I have witnessed much 
destruction and (some) rebuilding of both city centres. In Newcastle, much of the 
1960s block concrete architecture has been, or is in the process of being, 
demolished. In 2011 alone, the Gateshead Car Park (the site is now being rebuilt 
as a Tesco supermarket), a former tax collection office, known as the Tyne Tower 
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(now a landscaped green space) and the former Bank of England building in 
Pilgrim Street (earmarked as a new shopping centre) have all been torn down3.  
 
In Sunderland, WKH IDPRXV9LFWRULDQ µ&KHUU\.QRZOHV¶DV\OXPKDV UHFHQWO\EHHQ
demolished, alongside dozens of other factories and ship building sites situated 
along the River Wear. 7KHYDVWµ9DX[¶EUHZHU\VLWH(see Plate 11) in the city centre 
has recently been bought back from Tesco by the council however still remains (at 
time of writing) undeveloped. Much of this recent history interests participants 
either from a personal or photographic point of view. Local Sunderland 
photographer The Understudy explained that his photography stream on Flickr is 
³IURPDSHUVRQDOSRLQWRIYLHZPDNLQJVXUHWKDW,GLGQ¶WIRUJHWZKHUHP\WRZQKDG
recently been, its industrial base. I would say that I am an antiquarian by heart... [I 
thought] best shoot LWEHIRUHLWJHWVNQRFNHGGRZQ´Andy M told me ³VRPHDUHDV
KLVWRULFDOO\DUHGLVDSSHDULQJDQGLW¶VLPSRUWDQWWRGRFXPHQWWKHPEXWDWWKHVDPH
time, my family is from Hendon and the East End, which is where I do a lot of my 
photos, so there is some emotional attachment there.´Paul W noted that:  
 
I have always had an interest in local history anyway, and I have always lived in 
Newcastle: Jesmond, Sandyford, Heaton close to the city centre anyway and all the 
historic stuff that there is, there are some great buildings! It is about making those 
FRQQHFWLRQV«WKHUH is a joy in discovering stuff. 
 
Lynch (1960:3) DUJXHVWKDWµZHPXVWQRWMXVWFRQVLGHUWKHFLW\DVDWKLQJLWVHOIEXW
WKHFLW\EHLQJSHUFHLYHGE\LWVLQKDELWDQWV¶. For many of the photographers in this 
study, it is important that they can uncover and show alternative and unseen parts 
of the city, not only to give their photographs a unique point of view, but to 
document the rapid changes that happen within it. This means that they often turn 
to the neglected places that local residents eschew. Adams (2005:105) discusses 
the architectures of difference within the city where:  
 
Some edges lie across urban space like a great rift between parts of the city, others act as 
DµXQLWLQJVHDP¶EULQJLQJSDUWVRf the city together. Edges are also paths, ways to get from 
one part of town to another. 
 
                                                          
3The local paper reported both buildings as being µeyesoreV¶ Article [online] available at : 
http://www.chroniclelive.co.uk/north-east-news/evening-chronicle-news/2011/09/21/pilgrim-street-
eyesore-will-be-pulled-down-72703-29460621/ (Accessed 19th December, 2011) 
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It is often on and around the periphery that interesting places can be found, and 
photographers often wander the back streets and less well known areas in the city 
centre. Many photographers H[FODLPHG WR PH WKDW ³SHRSOH QHYHU ORRN XS´ and 
often they pointed their camera upward or crouched down on the pavement to find 
new angles on buildings. When I was out walking with them, my neck quickly 
became sore thanks to permanently staring upwards at unnoticed details on 
buildings and monuments. 
  
The strong connection between the photographer, the city and camera, means 
they can find more in their local area than others may realise, discovering hidden 
parts that many do not know about. The Understudy WROGPHWKDW³I think it is about 
location and making the best of what you have got. There is enough in 
6XQGHUODQG´ Paul B also commented that ³ELJFLWLHVWHQGWRRIIHUPRUHLQWKHZD\
RI FRQWUDVWVDQGDUFKLWHFWXUHRSSRUWXQLWLHV , JXHVVEHLQJEXVLHU LW
V DOVRHDVLHU
IRUDSKRWRJUDSKHUWREHXQVHHQ´PHDQLQJWKH\FDQFDSWXUHFLW\OLIHDVLWKDSSHQV
LQDPRUHQDWXUDOLVWLFZD\The images of the city the photographers take are not 
necessarily to be viewed as picturesque in the formal sense, but are instead 
representing the many different faces of city life (see Plates 1, 2, 4, 5) and are still 
aesthetically, very interesting. 
 
0LNH FRPPHQWHG WKDW LQ 6XQGHUODQG ³Where is some interesting architecture, not 
always niFH EXW WKHUH DUH VRPH FRQWUDVWV´ $QG\ 0 WROG PH WKDW ³,W¶V WKH
atmosphere as well [Sunderland] has a bit of an edge particularly down Hendon 
and the East End which has a reputation, probably justified at times. I like to think 
WKDWLVUHIOHFWHGLQWKHSKRWRV´6LPLODUO\5KRQDDQG*DU\ERWKWROGPHthat: ³,WKLQN
there is beauty in these abandonHG EXLOGLQJV LW¶V just a differenW NLQG RI EHDXW\´
5KRQD DQG ³I will walk down the back alleys, shots of fire escapes, different 
VKDGRZV« I will be in places I am not supposed to be like, taking pictures of 
derelict buildings´ (Gary) However it is not just architecture that is of interest in 
the city; other factors such as texture, light, people and movement all offer a 
variety of perspectives and places for photographers to focus on. 
 
 
97 
 
Sunderland and Newcastle like most modern cities have two lives, one during the 
day and one when night falls. Newcastle particularly has a reputation as being a 
µSDUW\¶destination and at the weekend, once the shoppers have scuttled away the 
night air is filled with other noises: the dull bass thuds from the pubs and clubs, 
boisterous laughter and singing, the clack of high heels on the pavement. That 
said, outside of the weekend, the city centre falls eerily quiet during the evening 
and almost feels uninhabited4. Some photographers avoid the city at night but 
others enjoy capturing the same places transforming into something quite 
different.  
 
7KH SKRWRJUDSK\ RI 7KH 8QGHUVWXG\ DQG $QG\ 0 LV D UHDFWLRQ WR WKH RIWHQ
QHJDWLYHORFDODWWLWXGHVWRZDUG6XQGHUODQGsee Plates 4, 6, 7, 11 and 12)$QG\0
WROGPHWKDW³LI [locals] knew ZKDW LWZDV LQ WKHSDVW LWZDVSURVSHURXV« people 
WDONLWGRZQ7KHFRXQFLOGRQ¶WUHDOLVHWKHSRWHQWLDOLVWKHUH´6LPLODUO\ on our walk 
around the city centre, The Understudy spoke about his disappointment at the 
many empty sites and wastelands that he sees in Sunderland. Andy M has started 
a website, the purpose of which is to try: µAnd gently edge Sunderland into the 
limelight and to reveal some of its character. For all its imperfections and often 
unjustified bad press, I'm proud of my hometown and hopefully this shows in the 
photos.¶5  
 
 
Engaged familiarity  
When I observed photographers taking photographs within the cities that they 
knew, they were naturally at ease with their surroundings. They frequently 
understood where the best light and locations were and often sought out familiar 
places, revisiting them on various occasions. These actions are what Heidegger 
would describe as µan engaged familiarity¶ (Blattner, 2006:56) with the world. What 
is interesting about this particular phrase is that it acknowledges life is often full of 
repetition, visiting and revisiting the same places, but this does not mean that it is 
                                                          
4
 Newcastle City Council began the µaOLYHDIWHU¶LQLWLDWLYHLQ to try and bring people back to 
the city centre in the evening with free parking, extended shop opening hours and associated 
events 
5
 Quote from website. Available [online] at: http://www.this-is-sunderland.co.uk/Home/Home.html 
(Accessed: 14th January 2011) 
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mindless. Instead photographers are engaging with familiar places in creative and 
thoughtful ways, WKH\ DUH µnot merely passively VLWXDWHG LQ WKHLU HQYLURQPHQWV¶ 
(Pile, 1996:50) LQVWHDGWKH\DUH µactLYH LQWKHFUHDWLRQRIPHDQLQJV« bounded in 
VSDFHDQGWLPH¶ibid.) 
  
The images that photographers take are not only a creative engagement with the 
places that they know; they are also an act of rediscovery. 7KH DSSHDO RI WKH
GHUHOLFWFLW\VSDFHZDVVWURQJDQGLQPDQ\RIRXUZDQGHULQJVLQWKHFLW\ZHRIWHQ
IRXQG RXUVHOYHV LQ WKH TXLHW RU DEDQGRQHG SODFHV $QG\ 0 H[SODLQHG ³people 
should get off the beaten path and explore the city [but] you need to want to do it. 
,W¶VFXULRVLW\IURPP\HQGUHDOO\to go elsewhere in Sunderland.´ 7KHSDUDGR[KHUH
LV WKDWDOWKRXJK WKHUH LV IUXVWUDWLRQDPRQJVWPDQ\RI WKHSKRWRJUDSKHUV WKDW WKH
HYHU\GD\ FLW\ HQYLURQPHQW LV XQGHUDSSUHFLDWHG LW LV H[DFWO\ WKDW DEDQGRQHG RU
LJQRUHG TXDOLW\ WKDW DWWUDFWV WKHP LQ WKH ILUVW SODFH ,I LW EHFDPH D KXJHO\
SKRWRJUDSKHGSODFHLWZRXOGEHFRPHOHVVLQWHUHVWLQJClearly the local connection 
creates a deeper link to the city and influences the photographs participants take. 
  
Stepping out into the unknown does not necessarily mean one has to travel far 
and for many, there are places within their home town with which they are 
unfamiliar6. Bound up in the geography of the unknown and the unfamiliar are 
elements of exclusion and µthe creation of place by necessity involves the 
definition of what lies outside¶ (Cresswell 2004:102). Indeed, what does lie outside 
the places that we know? It is a question that often remains unanswered as so few 
of us visit places that are truly unknown to us. There are places we know of, yet 
have no desire to go to and equally there are places we could be curious about but 
are too scared to enter. 
  
 
                                                          
6
 7KHUHDUHSODFHVWKDWZHGRQ¶WNQRZZHGRQ¶WNQRZDERXWWRRVLPLODUWR'RQDOG5XPVIHOG¶V
famous quote µWKHUHDUHWKLQJVZHNQRZZHNQRZDERXWWHUURULVP There are things we know we 
GRQ¶WNQRZ And there are things that are unknown unknowns. :HGRQ¶WNQRZWKDWZHGRQ¶WNQRZ¶ 
for a fascinating discussion on ideas related to unknown unkQRZQVVHH(UURO0RUULV¶VEORJ>2nline] 
Available at: http://opinionator.blogs.nytimes.com/2010/06/20/the-anosognosics-dilemma-1/#more-
53073 (Accessed 1st February 2011)  
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For some, these unknown places are ones to which they have no access, that are 
exclusive and that they do not feel a part of, whilst in other cases such places 
remain happily unknown. There are areas in Sunderland and Newcastle that are 
out of bounds to the photographer and their camera. These are not only places 
that are abandoned or boarded up, but areas that are considered to be tough, 
XQVDIH IRU µRXWVLGHUV¶ WRZDONDURund, especially with a camera. However, in this 
research photographers were keener than most to transgress these outside edges 
and places, to make them known to both the local residents and of course to those 
on Flickr. 
 
Thrift (2003:100) explains WKDWµimages are a key element of space because it is so 
often through them that we register spaces around us and imagine how they might 
turn up in the future¶. Where will all these images end up in the future? The answer 
is probably a website like Flickr where there is a mixture on the site of old and 
new, of photographs past, present and I suppose future, of multiple cities and 
towns. Thus far, discussions have centred on the places that photographers 
physically go and now this section will turn to another place of interest, Flickr. 
 
 
:HOFRPHWRµFlickrYLOOH¶population, unknown 
 
$ORQJVLGHDQGLQGLDOHFWLFDOUHODWLRQZLWKWKH µUHDO¶EXLOWFLW\H[LVWVZKDWPD\EHFDOOHGWKH
µXUEDQ LPDJLQDU\¶DFRKHUHQWKLVWRULFDOO\EDVHGHQVHPEOHRI UHSUHVHQWDWLRQVGUDZQIURP
the architecture and street plans of the city, the art produced by its residents, and the 
images of and discourse on the city as seen, heard, or read in movies, on television, in 
magazines, and other forms of mass media. 
(Greenberg, 2000:228) 
 
The most fitting metaphor for Flickr is that of a sprawling city, so big and rapidly 
expanding that if explored on foot, its outer limits7 could never be reached. The 
centre of Flickr is the home page that greets the user when they log on to the site 
and from here there are many multiple pages that can be clicked on, that connect 
to other parts of the site. 
                                                          
7
 I once read that Las Vegas county office keep having to produce a new map of the city every few 
months due to the exponential growth of its suburbs that keep growing so fast out into the desert, 
they cannot make the maps fast enough. 
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The most personal place is WKH µ\RX¶ SDJH WKDW GHWDLOV the username, contacts, 
favourite images, settings and member profile. This part of Flickr could be likened 
WR +HLGHJJHU¶V GZHOOLQJ Slace or home, µthe ideal kind of authentic existence¶ 
(Cresswell, 2004:24) and an utterly familiar landscape. Travelling onward into 
Flickr from here depends very much on the user and their routines within the site. 
 
What loosely tied together many of the people I met on Flickr was their 
membership of the same groups (but they were not necessarily always active in 
them) with a North East/urban theme. These groups are perhaps described best 
DV WKH FLW\¶V EXLOGLQJV DQG WKH ELOOLRQV RI LPDJHV XSORDGHG DUH WKH EULFNV WKH
architecture of Flickr. The cityscape of Flickr would look like any modern 
metropolis, with large skyscrapers that house tens of thousands of members and 
equally small quirky studios, where just a handful of people reside. Despite having 
this huge place at their disposal, similar to a real city, Flickrites regularly visited the 
same parts with its familiar buildings and people. They upload photographs of the 
places that they see, journeys that they make which are local to them. They 
comment on the photographs of people that they know (but have more than likely 
never met in person) and rarely stray far from the groups that they join8.  
 
The size of Flickr means that to truly explore parts of it, one needs time to become 
lost and enjoy the feeling of wandering around its environs built from the billions of 
uploaded images. Perhaps lost is not the most accurate term in this instance, it is 
more of a temporary disorientation similar to when someone cuts down an 
unfamiliar side street in the physical world. Although they could end up 
somewhere unexpected, they can always return back to their starting point. The 
word lost implies a step into the unknown and is therefore often associated with 
anxiety, as someone who is lost fears that they might never return to a place they 
know. Although with modern technology such as GPS, it is now almost impossible 
to become truly lost9 in the modern urban world. On Flickr there are no such 
dangers. 
 
                                                          
8
 2IWHQ,IRXQG,NHSWµEXPSLQJ¶LQWRWKHVDme people in different groups 
9
 There are of course other ways that we can become lost in mind and in body, see Solnit 2005 
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Despite its size, Flickr feels personal because as the number of contacts and 
interactions gradually build up and members visit it every day, it soon becomes 
another part of a daily routine, an example of µplace being pluralized in and by 
electronically mediated communication¶ (Moores, 2004:32). Many photographers 
in this research professed to logging on to Flickr daily, depending on their 
schedules. Some also spoke of the frustration when µOLIH got LQ WKH ZD\¶ RI WKHLU
planned Flickr use and when they were unable to log on for whatever reason, they 
felt their sense of routine had been disrupted. 
 
Flickr is constructed to encourage interaction and members can comment on any 
photograph tagged as publicly available. Groups have moderators and admins 
who oversee the content and have overall control of what appears (this is also 
monitored by Flickr staff) so Flickr is a comparatively safe place, which can lead 
some to think of it as less like a cosmopolitan city and more like a gated 
community10. µ>)OLFNU@ LVQ
W MXVW D PLUURU KHOG XS WR RXU VRFLHW\ - it's a sanitized, 
civilized mirror, with the illegal, hurtful and nasty elements largely pruned away¶ 
(Colin, 2008). Like other such sites online, Flickr offers members the chance to 
make contact with one another and be sociable both through the images that they 
post and meeting up to take photographs offline. It is this social aspect of Flickr 
that this section will now focus on.  
 
Flickr as a social world  
Chapter 1 outlined why Flickr is neither a community in the traditional sense nor a 
social network. However, there is a clear social element to both discussions on 
Flickr and the offline meet ups that happen as a consequence11.  
                                                          
10
 When members join Flickr, they can pre-set the safety level of images that they view, meaning 
they come across inappropriate content (i.e. pornography) less often. Flickr has a management 
V\VWHPDOORZLQJFRQWHQWWREH ODEHOOHGDVµUHVWULFWHG¶DQGµPRGHUDWH¶WKDWPHDQVWKRVHORRNLQJIRU
nudes can find them (and post them) without being reported. There are no current figures about the 
amount of adult content on Flickr; however an article in 2007 put the figure at less than 1% of total 
content on Flickr (see http://www.wired.com/techbiz/media/news/2007/07/flickr). If you do find 
groups outside the safe settings with some adult content, you can see the group front page but 
WKHUH LVDEXWWRQDW WKH WRS ZKLFK UHDGV µLf you've changed your mind about wanting to see this 
FRQWHQW\RXFDQ(6&$3(7DNHPHWRWKHNLWWHQV¶6XUHHQRXJKFOLFNLQJRQLWWDNHV\RXWRDgroup 
with only pictures of kittens. Seen at: http://www.flickr.com/groups/422091@N25/pool/ (Accessed 
12th April, 2011) 
11
 Photographs themselves are social objects too, see Pink 2006, Van House, 2011 for a fuller 
outline 
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My personal experience of Flickr is that of an open and friendly place where 
photographers are invited in to join groups, comment on images and mainly keep 
their photographs public for others to see. Despite participants criticising the site 
layout or interface as being ³FOXQN\´, many told me that the power of Flickr was in 
its sociability.  
 
Alastair and Tom explained that:  
 
The reason I put stuff on Flickr certainly early on when I got my pro account was to share 
things with people. I was really proud of the picture and wanted to show it off and one thing 
I have learnt now, the stuff that I am not entirely happy with I will upload it and people 
comment and OLNHWKHSLFWXUH«LIZHDUHRXWRQDSKRWRZDONDQGVRPHRQHVD\VWRPH,
really liked that, how did you do that? I get a reward from that. I put it on Flickr for people to 
look at, but that is not always the reason that I take the picture. 
(Alastair) 
 
Another thing with Flickr WKDWNLQGRIVXFNV\RX LQDELW«is getting attention from random 
SHRSOH RU SUDLVH«VLPXOWDQHRXVO\ FRQVWUXFWLYH FULWLFLVP ZRXOG EH JUHDW EXW SHRSOH DUH
normally a bit reluctant to hand that out even in the groups that I have joined, people rarely 
say you could do this different. 
(Tom) 
 
The relationship between the photographers, their photographs and Flickr is a 
complex one requiring some careful social negotiation. Marking the photographs 
as public and putting them into different groups signifies that the user would like 
them to not only be seen by others, but that they would also like feedback on their 
images. Some photographers target the bigger groups to post into just so they can 
get more comments. Mike R told me that:  
 
I might search for a group and see what other pictures are on there and see if I want to 
post into it, a lot of the time people who have a similar interest, I will look to see where they 
KDYH SRVWHG LQWR« it depends« if the group has only three SHRSOH WKHQ , GRQ¶W VHH WKH
SRLQW\RXGRQ¶WJHWWKHH[SRVXUHEXWLIWKH\KDYHWKHVDPHLQWHUHVWVWKHQ\RXDUHJRLQJWR
get more of an honest comment back. 
 
Regular Flickrites do not just dump their photographs into the different groups to 
which they belong. They are selective as to where their work should go, weighing 
up where they are going to get useful feedback (more likely with a local group) 
against how many members will potentially see their photographs (as some of the 
global groups can have upwards of 10,000 members), although this only really 
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matters if their goal is to develop a popular photostream. Andy M explained this 
complexity further:  
 
I was looking to build a website to put my photographs online and obviously Flickr is a 
JRRGZD\ WRGR WKDW ,W¶VDERXW UHDFKLQJDZLGHUDXGLHQFH« Flickr seems more real; the 
beauty of it is there is such a variety of people. I have quite a following now, which is a bit 
embarrassing really, VRPHRI WKHFRPPHQWV ,JHW LW¶VQLFHEXW ,GRQ¶W OLNH WKHDWWHQWLRQ - 
ZHOO,GREHFDXVH,ZRXOGQ¶WEHRQWKHUHPD\EHVXEFRQsciously I crave the attention!  
 
Popularity on Flickr can be judged in countless ways: the amount of views on your 
page, the number of times your photographs have been added as a favourite by 
others or even the number of times your images have featured in Explore ()OLFNU¶s 
selection of the top 500 photos uploaded that day). The sheer number of users on 
Flickr means that one can easily build up a local and global following relatively 
quickly. Many of the participants also have their own personal photography sites, 
connected to their Flickr stream which also adds to the number of followers the 
photographers and their images have. 
 
One of the biggest attractions of Flickr was the possibility of making contact with 
other photographers. I am wary of using the word friend here as the loose 
relationships between users is based on general common interest rather than 
deeper social ties, although that is not to say that contacts cannot become friends 
after a period of time12. Paul B explained that ³>)OLFNU@LVDJUHDWRSSRUWXQLW\WRVHH
RWKHUVW\OHVDQGWHFKQLTXHVDQGJHW LQVSLUDWLRQIRU ORFDWLRQVDQGIHHGEDFNRQP\
ZRUN , KDYH D QXPEHU RI UHJXODU FRQWDFWV RQ )OLFNU DQG KDYH GHYHORSHG
IULHQGVKLSVZLWKORFDOSKRWRJUDSKHUVYLD)OLFNU´ 
 
7KHUHZHUHDOVRPDQ\H[DPSOHVRIRIIOLQHDQGRQOLQHVRFLDOZRUOGVFURVVLQJRYHU
0LNH5QRWHGWKDW³I have met people when I am out and I have asked them are 
you on Flickr? They have said yes and added me as a friend on there, or 
cRPPHQWHGRQP\SKRWRV´ Chillie 63 told me: 
  
 
                                                          
12
 The use of the word friend on social network sites is very common and in the context of 
Facebook has now become a verb.  
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I have made a few international contacts but I have also met guys that live around here. I 
am not from Seaham but when I started taking photography a bit more seriously, there are 
a few good photographers here in Seaham! Or you are down at the beach and someone 
else is taking a photograph and you ask them, are you on Flickr? And get their name then 
a couple of hours later you are home and look for them on Flickr, you make contacts that 
way. 
 
Flickr allows photographers to make connections globally but it also links up those 
who live close to one another. This is partly because photographers often take 
pictures of subjects local to them and when photographers recognise the area in a 
group or on Explore, they are more likely to make contact. Mike R mentioned how 
he ³PHW D JX\ GRZQ DW 'XUKDP« I met him when we were taking some 
photographs in the same spot and we started talking and he was so intense, it was 
great to meet someone who was as interested and as passionate as I am´ 
 
There are still many local µWUDGLWLRQDO¶ photography clubs running within the 
Newcastle and Sunderland area and some participants were also members of 
these. Flickr does have many similar characteristics of the traditional club: the 
photograph is central to discussion, competition is encouraged and members offer 
advice DQG FULWLFLVP RI RQH DQRWKHU¶V LPDJHV 0DQ\ RI WKHse photography clubs 
also link to Flickr as well, so there can often be a crossover between them. There 
is also the element of exhibition and in many ways Flickr could be seen as an 
extension of a club¶V µH[KLELWLRQ¶VSDFH9DQ+RXVH7RPWROGPHWKDWFlickr 
LV D SODFH WKDW , FDQ ³VKRZ P\VHOI´ DQG 0LNH DOVR H[SODLQHG WKDW KH SXWV KLV
SKRWRJUDSKVLQFHUWDLQJURXSVWR³EHVHHQ´ 
  
In the past, participants who attended these club meetings have found the 
atmosphere intimidating. Some participants told me that:  
 
Photography clubs are all over the place and there are not very many young people in 
them from my experience anyway, there were ones that I went to that were full of old men! 
Flickr LVDELWOLNHDFOXE«,HQMR\SKRWRJUDSK\PRUHQRZ,DPRQFlickr. 
(Donna) 
 
When I have been to camera clubs and there are these people there, judges with letters 
after their names when they were picking pictures out, I was thinking why are they picking 
those ones out? All these rules that are imposed by photography, rules are there to be 
broken! 
(Gary)  
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Without having attended any club meetings, it is difficult to make a fair comparison 
between Flickr and other photographic societies, an area outside the scope of this 
research. Generally the social elements are similar but the size of Flickr does 
allow groups to be far more specific, and can have subjects more in common than 
just photography or local gHRJUDSK\3DXO:WROGPHWKDW³I think that with our little 
Flickr JURXSZHGRQ¶WOLNHWRR much formality or organisation. We are all just easy 
going, slightly geeky´The Flickr meet-ups I attended as part of this research were 
relaxed and although all the photographers there knew I was doing research, they 
were talkative and happy to answer any questions I had about their work. There 
were clearly strong friendships between some members, forged from both online 
contact and previous meet-ups but this was not to the detriment of others; the 
atmosphere was welcoming in all the gatherings I attended.  
 
Flickr is socially complex and there is a correlation between the Flickr routine and 
the relationship to the site (see Chapter 6 for more detail). However at its most 
basic, Flickr simply offers another means for photographers to make contact with 
one another as photography is typically a solitary hobby. Whilst many 
photographers enjoy the absorption of doing photography by themselves, the 
chance to make contact and get compliments on their images is appealing, 
something that Flickr offers in abundance. Many of these layers of interaction are 
formed through the movement, both on the group pages and via the photographs 
themselves. It is to the intricacies of movement that this section will now turn.  
 
 
The threads that bind us ± the tapestry of Flickr 
 
Whereas printed images and negatives are under the control of the owner, digital 
photographs have slipped the bounds of materiality and may have a life of their own, 
outside the control of their makers. 
 (Van House, 2011:128) 
 
Ways of life are not determined in advance, as routes to be followed but have continually to 
be worked out anew. And these ways, far from being inscribed upon a surface of an 
inanimate world, are the very threads from which the living world is woven 
(Ingold, 2000:242) 
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Figure 1a 
Maurzio AnzeUL¶VYvonne (2011) 
Embroidery on photograph 
Figure 1b 
Maurzio Anzeri¶V Nicola (2011) 
Embroidery on photograph 
 
The mediums of photography and embroidery are rarely combined, however when 
seeing the intricate artworks of Maurzio Anzeri (Figures 1a and 1b) where thread 
is directly sewn into the surface of the picture, the possibilities are striking. Anzeri 
finds his anonymous portraits in flea markets and works on the photographs for a 
long time, first laying tracing paper on top of the image to design his embroidered 
µPDVN¶ WR ILQDOO\ PDNLQJ WKH VPDOO KROHV LQ WKH SKRWRJUDSK DQG WKHQ JUDGXDOO\
layering the threads over the top. What iVPRVWVWULNLQJDERXW$Q]HUL¶VSLFWXUHVLV
that although the threads are singular in form, the pattern builds in such a way so 
that from a distance they take the appearance of a solid shape (for example the 
FUHVFHQW VKDSH FRORXUHG UHG RQ WKH IDFH RI µ1LFROD¶ /RRNLQJ FORVHO\ DW WKH
pictures, we can see each individual hole that Anzeri has made in the paper, the 
colours of the single threads and the details underneath the embroidery of the 
photograph itself. 
 
$Q]HULEHOLHYHVWKDW³ZKHQ,EHJLQVWLWFKLQJVRmething else happens, drawing will 
never do what a thread will ± the light changes and at some points you can lose 
the face, and at other times you can still see underneath it´13.  
                                                          
13Quote from artist  and discussion on his technique available [online] at http://www.saatchi-
gallery.co.uk/artists/maurizio_anzeri.htm?section_name=photography (Accessed 1st September 
2011) 
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Anzerri is playing with a number of conventions associated with both forms in a 
clever and creative way. There are many deeper metaphors present in the images 
on show, from the masks that we wear when posing for the camera to the fibre 
and structure of our bodies and muscles. Ingold (2007:61) UHPLQGV XV WKDW µWKH
YHUEµWRZHDYH¶Ln Latin was texereIURPZKLFKDUHGHULYHGRXUZRUGVµWH[WLOH¶DQG
± by way of French tistre ± µWLVVXH¶PHDQLQJDGHOLFDWHO\ZRYHQIDEULFFRPSRVHGRI
DP\ULDGRILQWHUODFHGWUHDGV¶ODWHUDGRSWHGE\DQDWRPLVWVWRGHVFULEHWKHVWUXFWXUH
and organs of the human body. 
 
Within the intricate web of embroidery on the front of $Q]HUL¶VZRUN, the threads on 
their own do not hold much significance however together they become a solid 
design ± but what if we were to turn the pictures over and look at the back of 
them? The solid lines of thread would not be taut but instead may be loose and 
dangle free, knotted separately or messily intertwined with the many other threads. 
The wonder of embroidery is that while the back is often a mass of entangled 
coloured threads that are seemingly random, the front is ordered and neat, and it 
is through each thread that a singular picture begins to emerge. Discussions in 
Chapter 1 presented the idea that photographs are produced through movement. 
The end products of these movements are the photographs, which are posted 
onto Flickr like threads within a kind of moving, interwoven tapestry.  
 
The billions of images on Flickr are not connected with one another; instead they 
are singular entities which have movements and a life of their own. If Flickr was a 
network in the traditional sense, these photographs would be connected point-to-
point to something, however I think the site is truer to a form of tapestry. Not the 
kind of traditional tapestry that is a large picture on cloth made from smaller 
ordered stitches, EXW UDWKHU D FROOHFWLRQ RU EXQGOH RI WKLQ WKUHDGV OLNH $Q]HUL¶V
experimental artwork, where densely compacted threads are layered on top and 
beside one another to make a mass or shape. The Flickr tapestry is made from 
billions of images and from a distance they do seem to come together in a 
coherent way within group pools where they can be tagged via the same subject, 
characteristics or even camera. When you study Flickr closely, however, each 
photograph leads a separate life from the others and they are singular in 
character. 
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Despite their single nature, when images are taken together one can easily get a 
grasp of the collective work involved which I have attempted to illustrate in Figure 
2. This shows screen grabs of pages that contain images tagged with the phrase 
µ$QJHORI WKH1RUWK¶:KHQ WKHVHDUHSXW WRJHWKHUDQRYHUDOOSLFWXUHHPHUJHVRI
the sculpture and different interpretations by photographers of what is a very 
popular local landmark. The different perspectives collectively become one picture 
showing the same subject but each photograph is a singular object and until it is 
put into the group of choice, floats by itself.  
 
Now, imagine for a moment that every time a SKRWRJUDSKµPRYHG¶DURXQGLQFlickr 
it left a line or was trailed by a coloured thread. It would start to resemble 
something like Figure 3 which is a simple diagram attempting to show the 
movements of six photographs on the site. I use the word move here in a very 
general sense. Once placed online, the photographs stay on my personal 
homepage and they remain there until I take them down but when someone adds 
my photograph to their collection of favourites, it creates a unique path between 
their page and mine. Similarly if an image is added to a group page, another 
unique path is formed between this image and the group pool. My photograph has 
moved from one place to another with a unique path between each part. There are 
many other applications on Flickr which also carve new paths between 
photographs including Explore, the blog, Flickr maps and calendars.  
 
Figure 3 illustrates the interweaving possibilities of two members using the site 
and how the paths of individual photographs (but not the photographers 
  
Figure 2 
Selection of pictures on Flickr tagged with Angel of the North 
µUHSUHVHQWLQJWKHHQYLURQPHQWWKH\DUHSDUWRI¶3LQND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themselves) cross on the site in different ways. What gradually builds up is a 
complex tapestry of singular movements and colours which, when multiplied by 
the number of photographs and users on Flickr, becomes an almost dense wall of 
threads, each one representing separate paths of movement.  
 
Figure 3 
Illustration of the development of image paths within Flickr, forming a tapestry 
 
The discussion here of Flickr as tapestry as opposed to a network is an attempt to 
move to a more tactile understanding about online movements. To construe Flickr 
as just a network consisting of thousands of different bits of binary code, each 
having a start point and an end point, would miss out the pleasure that is to be had 
when moving around its environs, following the paths users carve as they explore 
around it. The idea of Flickr as a tapestry further GHYHORSV ,QJROG¶V work which 
considers the world not as a network of points, but as a meshwork of interactions, 
a notion highlighted by Pink (2011a). 
 
%HIRUH JRLQJ LQWR IXUWKHU GHWDLO DERXW ,QJROG¶V FRQFHSWXDO LGHDV UHODWLQJ WR
wayfinding, meshwork and online places, I must be clear that this is an area Ingold 
has not written about and I am doubtful he would support. ,QJROG¶Vgeneral attitude 
toward modern life, particularly in µPRGHUQ PHWURSROLWDQ FLWLHV¶ , is 
particularly gloomy.  
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Accounts of everyday wayfinding frustratingly centre on cultures of the ancient 
past (Inuit reindeer hunters, Aborigines, medieval storytellers or ancient sea-
farers) and specifically those who seem untainted by the more recent onslaught of 
modernity. In his discussions on transport use, Ingold writes that the modern 
traveller (as opposed to more ancient kind) is PRYHGµIURPSRLQWWRSRLQWacross its 
surface¶ UDWKHU WKDQ along it OLNH WKH ZD\IDUHU¶ (my emphasis, Ingold, 2007:79). 
This observation is important because the only mention that he makes to the 
online realm is a similar analogy within a footnote in more recent work where he 
contends that:  
 
To me, as a relatively inexperienced user, navigating the internet is a matter of activating a 
sequence of links that take me... from site to site. Each link is a connector, and the web 
itself is a network of interconnected sites. Travel through cyberspace thus resembles 
transport. Experienced users, however, tell me that... they follow trails like wayfarers... for 
them, the web may seem more like a mesh than a net. How we should understand 
µPRYHPHQW¶WKURXJKWKHLQWHUQHWLVDQLnteresting question. 
(Ingold, 2011:249) 
 
It is indeed a very interesting question but one I suspect will remain unanswered 
by Ingold. The idea that Flickr is a place which members inhabit is perhaps 
something that Ingold might disagree with, nonetheless I intend to utilise his 
conceptual vocabulary to further the idea that Flickr is not simply a network. 
Instead LWV PHPEHUV µmake their way through a world in-formation rather than 
across its SUHIRUPHG VXUIDFH¶ Ingold, 2008:1802). The concept of the network 
both as analogy and actual thing has become popular in many different disciplines; 
the term is widely used in business studies, biology and computing. It has now 
even become a verb: the ability to successfully network with others offers a 
multitude of social opportunities. However, Ingold (ibid.:1806) criticises networks 
as the starting SRLQWEHFDXVHµUHODWLRQVLW LVVXSSRVHGDUHPXWXDOO\FRQVWLWXWLYH« 
relations between necessarily presuppose an operation of inversion whereby 
every person or thing is turned in upon itself prior to the establishment of a 
FRQQHFWLQJOLQN¶ 
 
Ingold then goes on to explain an alternative concept to networks, namely µIOXLG
VSDFH¶, a theory first developed by Mol and Law. Ingold (ibid.) explains that this is 
where µVXEVWDQFHV« flow, mix and mutate as they pass through the medium, 
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sometimes congealing into more or less ephemeral forms that can nevertheless 
dissolve or reform ZLWKRXWEUHDFKRIFRQWLQXLW\¶. This definition is a useful starting 
point when considering Flickr as a particularly transitory place. The site is 
continually being added to, new paths forming as content is uploaded and users 
begin to interact with each another and the different photographs on the site. It is 
these paths of contact and lines of narrative that make Flickr such a unique place 
and give it a lived in, vibrant quality. There has been very little written about the 
ways in which people move and orient themselves around online sites like Flickr, 
however IQJROG¶V GLVFXVVLRQ RQ ZD\IDULQJ and path making allows for an 
alternative discussion when considering movement in virtual places. 
 
,PSRUWDQWO\ KH GHVFULEHV HYHU\GD\ ZD\ILQGLQJ VWUDWHJLHV DV µNQRZLQJ DV \RX JR¶
(Ingold,  LQ ZKLFK µSHRSOH¶V NQRZOHGJH RI WKH HQYLURQPHQW XQGHUJRHV
continuous formation in the very course of WKHPPRYLQJDERXW LQ LW¶ ibid.:230)14. 
There are many different routes around Flickr and there are endless possibilities 
for users to find their own unique path. I believe it is the inherent explorative nature 
of Flickr which has led to its success and user loyalty. The culture of exploration 
on the site is worth mentioning a little more withLQWKHFRQWH[WRI,QJROG¶VLGHDVVR
it is to Flickr¶VExplore page that this section will now meander. 
 
 
³Flowers, birds, grumpy cats and misty water´ ± Explore¶s place on Flickr 
The above quote came from Anthony as we looked through and discussed Explore 
during our browse and talk session. His comment describes the almost limitless 
supply of pictures that often have a set of similar themes on )OLFNU¶V infamous 
Explore page that for many Flickrites, is a source of wonder, bemusement and 
loathing in equal measure15. For critics that view tKHHUDRI:HEDVµDQHQGOHVV
IRUHVW RI PHGLRFULW\¶ .HHQ , and thus by proxy will dislike Flickr and all 
other digital photography sites, Explore could be described as a place that 
encapsulates the predictability and relative benign subject matter to be found on 
the site. 
                                                          
14
 Again this theory is not without its critics and anthropologists particularly disagree on ,QJROG¶V
theories on wayfinding as opposed to cognitive maps. For an interesting examination on these 
debates and issues see Istomin & Dwyer, 2009. 
15
 Further comments and discussion about Explore by participants can be found in Chapter 6.  
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The Explore function on Flickr is explained on the page blurb as:  
 
Interestingness! Besides being a five syllable word suitable for tongue twisters, it is also an 
amazing new Flickr feature. There are lots of elements that make something 'interesting' (or not) on 
Flickr. Where the click-throughs are coming from; who comments on it and when; who marks it as a 
favourite; its tags and many more things which are constantly changing. Interestingness changes 
over time, as more and more fantastic content and stories are added to Flickr. 
(Flickr, 2011) 
 
What is played down here is the role of the Explore algorithm, a complex, secret 
programme devised to shake down Flickr like a cherry harvester to find the most 
interesting photographs from around 720,00016 images uploaded onto the site 
every day. The construction of the algorithm is meant to prevent photographers 
from second guessing how to get their photographs on Explore, leading to wider 
exposure on the site, ultimately making them and their photostream more popular. 
Success on Explore is measured through various different factors, from the 
number of comments on the photograph itself to the amount of comments that 
members write on the images of others. It can be about how many groups the 
image is posted into, how many users mark it as a favourite and the number of 
tags applied to it. 
  
The algorithm certainly seems to reward interaction and participation above artistic 
skills such as composition and framing. However as the programme is perpetually 
changing, it is difficult to identify any one particular element that would guarantee 
that a photograph would be featured. To further add to the mystery, Flickr does not 
alert photographers if their image has been featured and so many will find out 
second hand or while later combing their page stats and notice a spike in views 
and click-throughs. This idea of rewarding interactivity as opposed to talent does 
seem to irk some Flickrites, who are often baffled as to why an image that they 
view as highly average or boring can be found daily on Explore17. Despite these 
mixed feelings, to be µH[SORUHG¶ LV DQ DFFRODGH that is valued within the Flickr 
community as the 500 photographs featured daily on the Explore page do not 
represent the number of uploads to the site, so there is a positive feeling attached 
to any image being singled out.  Although many of the pictures are similar in style 
                                                          
16
 Based on an average of 5000 uploads per minute onto the site  
17
 Hundreds of comments, discussions and suggestions about Explore can be found on 
www.flickr.com/help/explore 
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and content (an indicator perhaps that a machine is doing the picking) there is 
clearly some enjoyment in repeatedly looking at the same content too, the wisdom 
of crowds writ large in visual terms. When entering Explore via the front page it 
gives users a number of options on how to view photographs (shown in Figure 4) 
on that part of the site. It asks if they wish WR µ(xplore interesting photos by 
FKRRVLQJ D SRLQW LQ WLPH¶ DQG offers numerous µSODFHV WR E[SORUH¶ including 
features like the world map, the most recent uploads, the calendar, or the blog.  
Figure 4 
7KHµ([SORUH¶IURQWSDJHRQFlickr 
 
It is interesting to note the explicit reference here to places rather than pages. 
Flickrites are being encouraged to conceive the site as a somewhere rather than 
DQ DEVWUDFW µWKLQJ¶ RU ZHEVLWH 7KH FRQVWUXFWLRQ RI WKH ZKROH SDJH DFWLYHO\
encourages random clicking so users could µ([SORUH JHRWDJJHG SKRWRV¶ VHH
SKRWRJUDSKVIURPD\HDUDJRWRGD\RU ORRNDWDIHZIDYRXULWHVHWVZKHUH µVWRULHV
are told, themes are GHYHORSHG MXQN LV FROOHFWHG¶ Flickr, 2012). The use of the 
words stories and collection here also link to photography and the analogue 
practices of narration, gathering and revisiting photographs in albums. There are 
many other ways to get around Flickr and through these visit pages (and others) 
outside of Explore, there is every chance that one could stumble upon the same 
groups or pictures at random via their own exploration and wandering of the site. 
 
Flickr then, is not simply a server space for images, but it has a meaning and 
function for the millions of people that use it. It is explicitly presented as a place, 
which is visited frequently and habitually everyday by its users. In this instance µthe 
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media do not simply occupy time and space, they also structure it and give it 
meaning¶ (Livingstone cited in Bull, 2004: 275). The photographers in this study 
use Flickr in a habitual way and use the internet more than other forms of mass 
media; Mike told me: ³,GRQ¶WZDWFK79DQ\PRUHWKLV [gesturing to the computer] is 
ZKDW,GR´. 7KHµWKLV¶part is not just fiddling with photographs, tweaking with hue or 
saturation levels, but posting and interacting with others on the site, looking at 
other photographs, posting their images into multiple groups, setting challenges, 
entering competitions, finding favourites and maybe even discovering new places 
and contacts. There is actually more contact and discussion with other 
photographers on Flickr than perhaps there would be in the offline world. ,IµHYHU\
RQH RI XV OLYHV LQ D ODQGVFDSH RI KLV RZQ¶ <RXQJ Fited in Briggs, 1989:6) then 
Flickr also gives users a chance to display and show their personal places and 
landscapes for the world to see. This chapter will now consider the possibilities of 
when these places crossover and become entangled.  
 
 
Flickr and the Chaism 
From: Chi-as-ma [N. pl.]18 [Greek khiasma, cross-piece, from khiazein] 
1. Anatomy A crossing or intersection of two tracts, as of nerves or ligaments  
 
Although Merleau-Ponty was considering the body when writing about the Chaism 
(which was incomplete due to his death) there is scope to extend some of his 
ideas into the online world and user interaction with technology. The Chaism (as 
the above definition implies) is rooted in the metaphor of criss-crossing or 
interlacing between one thing and another. The development in the technology of 
personal computers, digital cameras and mobile phones has meant that there has 
been a quickening entanglement or intersection between people, technology and 
everyday environments.  
 
These have become knotted together in a variety of complex ways and as a 
consequence µparticular media environments have become meaningful places¶ 
(Moores & Metykova, 2010:185). Flickr in particular gives its users the chance to 
                                                          
18
 Dictionary Definition [online] http://dictionary.reference.com/browse/chiasm  
(Accessed 14th March 2012) 
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view and become involved in the everyday worlds of others, which are presented 
both photographically and described in the text underneath. Carman (2008:124) 
understands that µMerleau-Ponty believes with body and world, that the two are 
not distinct things but sinews of a common flesh, threads in the same fabric, 
UHODWHG WRRQH DQRWKHU« as a single woven texture¶. Similarly, I believe that the 
individual threads that weave together to form the Flickr tapestry are all part of the 
same world that also functions offline, away from the website. 
  
Clicking through Explore or by typing in random words as tags, threads of other 
peoples¶ lives from all over the world, as well as those local to me, can be viewed 
and I can gain an insight into their everyday lives and habits. Looking at different 
groups, I can view what they had for breakfast (Breakfast of Champions), how they 
get to work (My commute) or what they carry around with them every day (WKDW¶V 
in your bag?). I can see where they live (Grim up North, I love North East England) 
and how they document its demolishment, abandonment or hidden aspects 
(Alternative Sunderland).  
 
These last two groups are based in the North East and form a part of my daily life 
patterns because they document places and things that I pass on the way to 
university, work or home. When I look at the various photostreams and recognise 
where it was taken, the next time I revisit that place, I look out for the picture to 
understand how they captured that particular image. I suddenly become aware 
how WKHSKRWRJUDSKHU¶VYLHZSRLQWDQGPLQHLQWHUWZLQHin a singular moment it was 
and is my landscape, the same one I passed daily, yet now it also is part of 
VRPHRQH HOVH¶V landscape too, but experienced in a different way. There were 
many instances of offline and online worlds becoming entangled in this research, 
sometimes deliberately, sometimes by chance. When discussing the photographs 
on a local Flickr group, Richard remarked upon on a picture that had been 
uploaded of a clamped car, as he was familiar with the image because he was in 
the same place that morning and ³ZDONHGSDVWLW´on his way into Newcastle. 
 
Other photographers remarked that Flickr does influence their photography when 
they are out with the camera. Rhona told me that ³if I have seen something that 
someone else has taken a picture of [on Flickr] that would make me want to do 
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something different!´ Alastair also said WKDW ³Lf [the image] was taken on a photo 
walk, I will make a comment [on Flickr] related to the conversation at the time, 
which make the comments quite random at times!´ 
 
Carman (2008:188-189) writes that for Merleau-Ponty µvisibility is neither surface 
appearance nor sensory stimulation. It is the intuitively felt reality of things 
disclosed to us aVSDUWRIDGHQVHRSDTXHZRUOG« in which things show up amid 
things¶. Flickr XVHUVDUHLQWHUHVWHGJUHDWO\LQWKLQJVµVKRZLQJXS¶SDUWLFXODUO\ZKHQ
they have captured something that others may pass by unnoticed. It is not that 
they physically see differently to others, rather they are more attuned to everyday 
visibility as the variety of textures within the world open up to them, importantly 
µseeing the visibility of the visible requires stepping back from our ordinary naive 
immersion in things¶ (ibid.).  
 
 
Gateshead Car Park  
Let me examine these ideas further with an example. On Flickr there is a group 
named Gateshead Get Carter Car Park demolition which chronicled the gradual 
pulling down of the Trinity car park19 designed by Owen Luder in the 1960s and 
dominated Gateshead town centre and the surrounding landscape throughout its 
lifetime. I passed the car park most days when on the way to work and followed 
the group with interest since joining it in 2009. Sometimes when I walked past the 
building I took no notice and it was absorbed into my peripheral vision; other times 
I slowed down my walking pace and stared up at it, thinking how different the 
place would (and now does) look without it. The site was hazardous, so it was 
surrounded by chipboard hoardings, which partially obscured passers-by from 
seeing the building completely.  
 
At the front of the car park there was a giant FUDQH ZLWK D µQLEEOHU¶ DWWDFKHG, 
waiting to eat at the concrete. Viewing photographs of the car park on the group 
site, I directly connected to them because I could locate these images within my 
own movements and daily routine, combined with the vision of another 
                                                          
19
 The building was fully demolished in January 2011  
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photographer and, of course, my own. When I repeatedly walked past the car 
park, I linked my experiences back to the Flickr page and wondered if any other 
members have come down to the site lately to capture its gradual demise. My 
experiences and movements are present within these images, even though they 
are not my photographs. Merleau-Ponty explains that:  
 
TKHWZRV\VWHPVDUHDSSOLHGXSRQRQHDQRWKHUDVWKHWZRKDOYHVRIDQRUDQJH«ZHPust 
habituate ourselves to think that every visible is cut out in the tangible, every tactile being 
in some manner promised to visibility and that there is encroachment, infringement not only 
between the touched and the touching but also between the tangibOHDQGWKHYLVLEOH«VLQFH
the same body sees and touches, visible and tangible belong to the same world. 
 
(Merleau-Ponty cited in Baldwin, 2004:251-252) 
 
There are two important points to highlight here: the first is that movement is 
important when discussing vision and the body; the second reveals a rethink about 
the visual, which is often treated as a separate entity from the body and touch. 
Merleau-Ponty believes that they are experienced together and that one cannot be 
pulled away from the other. ,I µYLVLEOHDQGWDQJLEOH¶EHORQJWRJHWKHURQFlickr it is 
possible to become involved in a double-bind between our digital and everyday 
worlds, where the digital sits coiled on top of our everyday movements and 
interactions with environment and technology. To paraphrase Carman (2008:180), 
the camera µis not just directed toward but embedded in the world.¶ 
  
The pictures on Flickr do not simply represent taken moments; they are also 
interlinked with other sensations and movements, a place where we can see the 
worldly textXUHV RI DQRWKHU¶V H[SHULHQFH Discussing films, Sobchack (2008:125) 
states that: 
 
On the screen we see the roughness of tree bark or the satiny smoothness of the satin 
gown - EXW WKLVVHHLQJRI µURXJKQHVV¶RU µVPRRWKQHVV¶ZRXOGEH LPSRVVLEOe if vision were 
QRWLQWLPDWHO\LQIRUPHGE\RXUVHQVHRIWRXFK« \RXUERG\NQRZV« ZHVKRXOGQ¶WEHDEOHWR
feel the texture just by looking but we do. 
 
Merleau-Ponty (cited in Baldwin, 2004:279) further explains that µthe lived object is 
not rediscovered or constructed on the basis of the contributions of the senses; 
rather it presents itself to us from the start as the centre from which these 
contributions radiate¶. To illustrate this idea, let us once again revisit the 
Gateshead Car Park photo stream. 
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The photographs uploaded over many months mainly depicted the outside of the 
building due to access issues. Whilst the structure was still sound, despite only 
being built 40 years ago, it had not weathered particularly well: the concrete was 
stained, mottled with dabs of masonry paint, graffiti and cracks. At the very top of 
the structure the huge square windows were still intact, their curved edges giving 
way to yet more grey concrete. Originally they were there to give a picturesque 
view to a restaurant that never opened, and being that high up meant the views 
expanded across Gateshead, Newcastle and beyond. Towards the end of its life, 
limited access was granted by the local council to photographers to go inside the 
building, and there are a number of photographs that show how neglected the 
interior of the building had become. 
  
One striking picture shows an empty chair in front of the large curved windows, 
pointing out in the direction of the city (see Plate 2). It shows that the floor and 
walls are damp and dirty and there is a profound sense of emptiness and sadness 
in the picture, a brooding absence of affection. This photograph brings the viewer 
a different perspective and reveals a little of the promise that the architects had 
originally envisaged. People dining in comfort as cars rumbled underneath and the 
urban landscape sprawled out before them. This picture is filled with different 
sensations and textures: the synthetic feel of the chair covering, the smell of damp 
concrete, mingling with the sounds of the traffic below echoing around the room. 
The empty chair urges the viewer to contemplate the view that will soon be gone 
as you brush the dust away that has settled on your clothes. The air smells damp 
and there is a lot of dust in the atmosphere, due to the demolition taking place 
further below. The amount of light that floods in through the glass makes you 
squint a little and you bend down to look through the viewfinder once again.  
 
The sensual elements present within this photograph allow µall of our senses to 
cooperate, each informing the others¶ (Sobchack, 2008:125) so when taking as 
well as viewing photographs µwe visually participate in them¶ (Carman, 2008:186) 
rather than take a passive role. Walking past the building again (when it was still 
standing) I remembered this picture. I stopped to look up at the car park and saw 
the windows at the top, realising just how high they were. I suddenly understood 
the sense of space that awaited the visitor, if they had ever been allowed in. In this 
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example LW DSSHDUV WKDW WKHUH LV D WULSOH µFULVV-FURVVLQJ¶ EHWZHHQ LQGLYLGXDO
experiences of physical place, the pictures taken and how that account is received 
and experienced by others on the site. 
  
A common acronym on Flickr is µWTME¶ which stands for the world through my 
eyes and it often denotes a picture that reveals something personal, that the 
photographer wants to share with others. It invites other members to see the 
subject the way they do, but also to experience it as well, going beyond looking. If, 
as Carman (2008:184) states, µWKH SDLQWHU WDNHV KLV ERG\ ZLWK KLP« it is not a 
chunk of space or a bundle of functions but the body that is as intertwining of body 
and movement¶ the same could be said of the viewer, who takes their own 
experiences and sensations with them, when looking at a photograph or a 
painting.  
 
 
Photography and its critics 
Photography is briefly mentioned by Merleau-Ponty in his last published paper 
µ(\H DQG 0LQG¶ from 1960, which considers painting, perspective and depth but 
does not discuss photography in great detail. The example he uses LV*HULFDXOW¶V
famous painting Epsom Derby that (wrongly) depicts the movement of the horses 
jumping, as the animals legs are fully stretched out both at the front and back. For 
Merleau-Ponty (cited in Baldwin, 2004:317) these horses µhave in them that 
leaving-here-going-there quality because they have a foot in each instant¶. Carman 
(2008: 193) goes into more detail, directly criticising photography stating that: 
 
One could say that photographs reveal too little in capturing a single instant and stripping 
away the temporal horizons surrounding it, yet one could equally say they reveal too much 
by H[SRVLQJ ZKDW ZH RUGLQDULO\ QHYHU VHH DQG IRUFLQJ LW WR RXU DWWHQWLRQ« a photograph 
shows a horse hovering in mid-air, legs tucked under it. Epsom Derby by contrast, elicits a 
sense of real weight and movement, the sound and feel of hooves on turf, though what 
Gericault literally paints is oversized horses in mid-stride, legs extending (impossibly) both 
forward and back. The photograph thus reveals both too much and too little ±or better, it 
merely registers and exposes and as a result dispels the aura of invisibility that renders the 
horses in the painting visible as horses, galloping across a field on a cloudy day.  
 
I disagree with Carman here, especially his dismissive belief that photography is 
µmerely¶ a way of registering reality and I think he is unnecessarily romanticising 
the paintings of Gericault. A photograph of a horse with its legs tucked underneath 
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can equally illustrate and evoke the speed and streamlined nature of the animal in 
movement (such as the early work of Edward Muybridge). &DUPDQ¶V statement 
also severely limits what photography and painting can and should show (thinking 
particularly of the early surrealist painters and photographers) and their potential to 
make different facets of the world around them more visible. ,I&DUPDQ¶VEHOLHI LV
that the photograph completely eradicates or µpetrifies¶ movement, what about 
photographs that are blurred or feature incomplete movement? Or paintings that 
are in the Hyper-realism style? The texture of movement can be present in 
images, such as hair being blown by the wind, or the rain falling from the sky as 
PXFKDVWKHµIHHO¶RIPRYHPHQWWKDW&DUPDQGHVFULEHVLVLQ*HULFDXOW¶VSDLQWLQJV  
 
Merleau-Ponty (cited in Baldwin, 2004:316) states that the µthe photograph keeps 
open the instants which the onrush of time close up¶ and therefore extinguishes 
the overlapping nature of the visible that painting brings to the eye. However I 
think photography makes other unseen aspects of the everyday world visible. 
IQVWHDGRIVWULSSLQJDZD\WKHµWHPSRUDOKRUL]RQV¶the photograph can add to them, 
and the photographer can capture the subtleties of light and shade, expression 
and emotion, instantly bringing those qualities out for the viewer and the 
photographer themselves to experience.  
 
Detached reflection 
The greatest paradox here of course, is that photography renders the world more 
visible yet a form of separation is required in order to take a photograph in the first 
place. From a phenomenological perspective, the photographer becomes both 
part of the visible landscape but needs distance to capture it so they are 
simultaneously of the world and outside it. The phenomena is recognised by 
Merleau-Ponty (cited in Baldwin, 2004:11) who writes that as we µstep back to 
watch the forms of transcendence fly up like sparks from a fire; it slackens the 
intentional threads which attach us to the world and thus brings them to our 
notice.¶ Photographers also step back from everyday entanglements in order to 
capture and reflect what they believe no-one else sees, but of course they are still 
firmly of the world. Dreyfus (2007:59) asks µgiven our basic way of being in the 
world is to be involved, how is detached reflection possible?¶ It is telling that 
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Dreyfus (ibid.:68) does not pin down a definitive answer to this complex question 
in his writing, but he does go some way to clearing up the debate, writing that: 
 
We, as embodied are still involved in coping with the world even when we are thinking, 
only we are involved differently. In action we are fully absorbed in seeking a maximal grip 
in our task in our situation in the world. When we inhibit this absorption and take up the 
spectorial attitude, we inhibit our tendency to get a maximal grip on objects and tasks and 
on the current situation, but as embodied we remain fully involved in the world. 
 
The detached reflection of photography does not require the photographer to step 
fully out of the world but alternatively they simultaneously become absorbed into 
its multiple strands. Photographers do concentrate on their various subjects as 
they look through the lens, and certainly become fully absorbed into the task of 
photographing at that moment. 
  
That is not to say that they are unaware of the world around them during this time, 
and in fact it is the constant engagement which allows them to capture their 
images in the first place. Even if they decide not to take their camera with them 
while venturing outside, the habit that they form of looking at the world in a certain 
way means that they often remember little details, later returning to the site with 
the camera (see Chapter 6). For Andy M, when he goes out with the camera: ³I am 
DOZD\V WKLQNLQJ ZLWK SKRWRV LQ PLQG LW¶V NLQG RI DQ REVHVVLRQ 2QFH \RX VWDUW
taking photographs at a regular level you start to see things through a camera 
HYHQLI\RXGRQ¶Whave one´ 
  
Perhaps this is why photoJUDSKHUV RIWHQ SURQRXQFH WKDW WKH\ µVHH WKH ZRUOG
GLIIHUHQWO\¶EHFDXVH(to paraphrase Dreyfus, 2007) they never fully step out of the 
µDEVRUEHGDFWLYLW\¶LQWRWKHµVSHFWRULDODWWLWXGH¶PHDQLQJWKDWWKH\DUHFRQWLQXRXVO\
in some form, absorbed in the task of thinking about or taking photographs. 
Carman (2008:200-201) notes that µthe cultivated body schema of the artist is a 
kind of second nature, a set of spontaneous skills, skills that come to feel natural 
though they are in fact products of years of effort and practice¶. The same could be 
said of the photographers, who day after day venture out and experiment with their 
cameras to show their urban space in a variety of ways. To follow on, there also 
needs to be some attention paid to why photographers take pictures of the things 
that they see around them. 
122 
 
When thinking of the images that photographers take, I call upon Dreyfus 
(2007:63) again to offer some explanation as to why photographers are attracted 
to certain objects or things.  
 
When speaking oIRQH¶VDWWHQWLRQEHLQJGUDZQE\DQREMHFW0HUOHDX-Ponty uses the term 
summons to refer not to an action undertaken by me but to the influence on me of a 
perceptual object ± µWRVHHDQREMHFWLVHLWKHUWRKDYHLWRQWKHIULQJHRIWKHYLVXDOILHOGDQG
be able to concentrate on it, or else respond to this summons by actually concentrating on 
it. 
 
The photographers interviewed for this study spoke often of the many places and 
things that summoned their interest: 
 
I am drawn to industry by default but I go through phases of certain things. Like holes in 
WKH ZDOO LW¶V ZHLUG EXW , KDYH D ZKROH VHW RI ZKHUH WKH ZDOOV KDYH FUXPEOHG DZD\ , DP
drawn to certain things it is hard to put into words. 
 (Andy M) 
 
Chris: For me it is mainly shapes, I will look around and see the shadow and shapes of 
VRPHWKLQJRUUHIOHFWLRQV« 
EF: Looking for an alternative angle? 
&KULV$EVROXWHO\%XW,GRQ¶WJRRXWORRNLQJIRUWKDWEXWEHFDXVHP\H\HVDUHHYHU\ZKHUH
looking about, I am an inquisitive sort. If I am walking around a town... if you look above the 
shops and on the pavements there is stuff there. I went through a spell of taking pictures of 
WKH FRUQHUV RI WKLQJV« especially when you are cross processing that enhances the 
FRORXUVRIWKLQJV,GRQ¶WSODQLWWKRXJK,MXVWFDUU\Lt and see what happens 
(Chris) 
For Andy M, Chris and other photographers, local places are full of multiple 
opportunities for taking pictures every day. In this sense, when photographers 
become absorbed into thinking and doing photography, they are summoned by 
particular objects that attract their attention.  
 
This is not a completely random act, but instead photographers often focus their 
attention on particular things that may be of interest such as architecture, 
landscapes or people. Whilst interviewing Chris, I noticed his eyes often glanced 
over my shoulder at the shadows on the wall cast by the bright winter sun, 
planning and framing a picture that he ultimately did not take. 7KHHIIHFWRIµGRLQJ¶
photography every day is clearly a powerful force that leaks into other tasks that 
photographers do. 
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Dreyfus (2007:60) continues stating that: 
 
When a player is totally absorbed in his task ± in flow as an athlete might say ± he sees the 
ZRUOGDV IXOO RI RSSRUWXQLWLHVDQG WKUHDWV WKDW µSXOO IRUWK¶ DSSURSULDWH UHVSRQVHV IURPKLP
and he responds to these solicitations bodily, i.e. without any intervening reflection or 
sense of agency. 
 
When the photographer is fully absorbed in photographing the objects or places 
around them, it pulls a response which they then capture. The photographer 
knows that hidden amongst the everyday landscape are the things that make 
interesting photographs so they are always looking, ready to be summoned. In the 
cases of Andy M and Donna:  
 
,GRQ¶W OLNHERXQGDULHVDQGSODQQLQJWKLQJVRXW$ ORWRIWKHSODFHVDUHLQ6XQGHUODQGDQG
they might walk past them every day. I just like to get people thinking really there is a 
mystery in it [anGVD\@ZKHUHLVWKDW",GLGQ¶WUHDOLVHWhat was there.  
(Andy M) 
 
,W¶VDERXWILQGLQJVRPHWKLQJGLIIHUHQWHYHU\RQHLQ1HZFDVWOHKDVSUREDEO\WDNHQDSLFWXUH
RIWKH+LJK/HYHO%ULGJHEXWLW¶VDERXWGRLQJVRPHWKLQJGLIIHUHQWEXWDVVRRQDV\RXGRWKDW
someone is going to copy you but it is how you learn and if you see something you like you 
want to emulate it.  
(Donna) 
 
7KLV UHIOHFWLRQ LV DQ LPSRUWDQW DVSHFW RI WKH SKRWRJUDSKHU¶V PRWLYDWLRQ DQG LW
follows that Flickr is crammed full of pictures that seek to somehow show a 
different aspect to everyday tasks and environments. This contemplative layer 
adds yet another dimension to Flickr and the chiasm: it facilitates the criss-
crossing to allow us to see both the inside and outside of multiple perspectives 
and worlds. We can view these momentary disconnections yet they also act as a 
personal perspective of the user and their environment, simultaneously reflecting 
back on the viewer, Carman (2008:191) noting that µperspective relative orientation 
of embodied perception allows us to see the world as something separate from us, 
as independent of our point of view on it, as fully and genuinely real¶.  
 
Losing perspective 
Perspective is an interesting, complex term and a word loaded with significance, 
not only when used in the context of photography and phenomenology, but other 
areas such as art history. In terms of photographic practice, perspective is an 
important tool to show ability and photographers often try and stretch their skills by 
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playing with perspective and depth of field in their work. However when 
perspective is removed from this more literal translation, it becomes more 
complicated. The famous woodcut by Albrecht Durer in 1525 of a woman behind 
DQDUWLVW¶VµSHUVSHFWLYHPDFKLQH¶ (a net that acts as a grid of reference) offers the 
multiple perspectives to the viewer and µcomplicates positions of right and erring 
spectatorship¶ (Freedman, 1991:1). Naturally it also evokes various issues and 
discussions relating to the gaze. For many art historians, 'XUHU¶V VWXG\ ZDV WKH
first to detail the nature of observation by the artist, showing the importance of 
µVWXG\LQJ¶QDWXUH  
 
Durer (cited in Strickland and Boswell, 2007:42) wrote that µart stands firmly fixed 
in nature and he who can find it there has it¶ and it is here we can begin to see a 
convergence between science, the primacy of observation, and art, whereby 
perspective becomes all-encompassing and mostly unchallenged until the era of 
Impressionism. Ingold (2000:15) discusses perspective within the context of 
cultural anthropology and concludes that µclaims of [perceptual relativism] are 
IRXQGHG RQ D GRXEOH GLVHQJDJHPHQW RI WKH REVHUYHU IURP WKH ZRUOG« these 
FODLPV OLHDW WKHKHDUWRI:HVWHUQ WKRXJKWDQGVFLHQFH« the commitment to the 
ascendency of abstract or universal reason.¶ One of the main goals of 
phenomenological philosophy is to return to other ways of knowing that are not 
purely derived from reason and science, shaking up the traditional notions of 
perspective. Merleau-Ponty (cited in Baldwin, 2004:277)20 writes that Cezanne 
was a painter who µwanted to put intelligence, ideas, sciences, perspective and 
tradition back in touch with the world nature that they must comprehend.  
 
Unlike Durer who observed nature like a scientist, Cezanne became enveloped by 
the sensations that appeared to him whilst looking at the landscape, 
understanding something of the world as he felt, rather than following the rules of 
perspective. His still life paintings positively bulge as a µpiece of nature¶ (ibid: 276) 
and the painter famously µabandoned himself to the chaos of sensations¶ (ibid.).  
                                                          
20
 Although unrelated, WKLVVHQWLPHQW LVUHPLQLVFHQWRI WKHHDUO\JRDOVE\SKRWRJUDSK\¶VIRXQGHUV
particularly William Fox-Talbot 
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The idea here is that painting is not only about vision but about using the body as 
well, which opens up similar debates about sensation and photography, which will 
be discussed in the following chapter.  
 
Summary 
 
If I have seen something that someone else has taken a picture of [on Flickr] that would 
make me want to do something different 
(Rhona) 
 
Places are not fixed and µDUHQHYHUILQLVKHGbut always the result of processes and 
prDFWLFHV¶ &UHVVZHOO  They are transient, continually changing and 
developing both in the context of Flickr and the North East cities in this study. The 
city place offers much to the photographer in the way of interesting subjects, such 
as buildings filled with character and history and residents to match. Haldrup 
(2011:63) reminds XV WKDW µSlaces and paths are not reducible to points and 
trajectories in a generalized coordinate system but produced through the 
embodied practice of particular modes of movement or wayfinding.¶ The city 
landscape is in a continuous state of flux, with buildings being demolished and 
new ones being erected whilst down below, the urbanites (and the photographers) 
find their way around the remains of the past and the foundations of the present. 
The photographers wander the streets, navigating around the chipboard hoardings 
and lingering amongst the piles of bricks, capturing the buildings before they 
disappear. 
  
In parallel, the places on Flickr are continually being rebuilt and when one 
photograph is deleted, more soon replace it. Flickr is a familiar and comfortable 
place for participants and is a complex tapestry woven from the different threads of 
experience, movement, pictures and text. +HUHµWKHWUDLOZLQGVWKURXJKRUDPLGVW
ZLWKRXW D EHJLQQLQJ RU HQGDV GR WKH ZDWHUVRI D ULYHU µ,QJROG  DQG 
similarly the paths of the photographs on Flickr DUH µWUDLOV RI PRYHPHQW¶ ibid.) 
rather than just lines of binary code. Flickr LVDWDSHVWU\RIPRYLQJWKLQJVµDQHYHU
ramifying bundle of lines and growth (Ingold, 2008:1807) and users are continually 
moving along paths, that they themselves have created. 
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Furthermore, once uploaded by the photographer each photograph can take its 
own path too, drifting into group sites and the favourites page of multiple users. 
Then there are other images which are never seen by anyone, the digital 
equivalent of those many abandoned city spaces and rooms. There is then much 
crossover between online and offline, as the photographer moves through and 
around the Chaism of the digital place. The images and discussions on Flickr 
influence and are influenced by the city, encouraging photographers to find and 
share new things found in familiar places. +HUH µWKH FRPPXQDOLW\ of wayfinding 
with families, friends, colleagues or fellow travellers, inevitably involves way-
showing as we show and share one DQRWKHU¶VZD\VWKURXJK the world in a literal 
sense¶ /DXULHUDQG/RULPHU). Flickrites get around the city on foot, but 
they also have another perspective of the city, gained through the different 
viewpoints of other members through images taken from the tops of buildings to 
the underground sewers. Larsen (2011:67) comments that:  
 
Vision is an important, yet not exclusive way of sensing places. The sounds, odours, and 
WDFWLOLW\ RI SODFHV DUH DOVR TXDOLWLHV WKDW FRQVWLWXWH SDUWLFXODU µVHQVHV RI SODFH¶«YLVXDO
technologies such as cameras are used not only to represent places and attractions, but 
also to choreograph and stage practices. 
 
Flickrites know their city thanks to this complex crossover of views, where they can 
experience a place both in person and through the photographs of another. Pink 
(2011a:12) DVNV µZhat is [an image] accompanied and intertwined with, as it is 
SURGXFHG DQG FRQVXPHG"¶ An image is primarily entangled with places, worlds 
and bodies and it is to this familiar choreography with the camera that uses both 
the senses and the body which the next chapter will venture.  
  
 
 
 
 
 
 
Chapter 5 
 
Bodies and Photography 
  
128 
 
Still, the image moves us1: movement, the senses and photography 
 
A Cinemagraph is an image that contains within itself a living moment that allows a glimpse 
of time to be experiHQFHGDQGSUHVHUYHGHQGOHVVO\« Starting in-camera, the artists take a 
traditional photograph and combine a living moment into the image through the isolated 
animation of multiple frames. 
  
Beck and Burg named the process "Cinemagraphs" for their cinematic quality while 
maintaining at its soul the principles of traditional photography. [They are] pushing this new 
art form and communication process as the best way to capture a moment in time or create 
a true living portrait in our digital age while embracing our need to communicate visually 
and share instantly. 
(About page on cinemagraphs.com)2  
  
There is something disconcerting about viewing a cinemagraph for the first time, 
although it is hard to say exactly why. The models stare blankly into the camera 
then suddenly their eyes will blink or wisps of hair will flutter. It is unnerving, if not 
a little creepy, rather like an old ghost story where the portraits hanging on the 
walls have eyes that move, silently following their victim around. I do not think that 
animation necessarily adds anything to the content of these photographs; they are 
simply a gimmick in the already saturated market of fashion photography. 
However it is interesting to note in the quote above that Beck and Burg place this 
technology as something belonging to the digital age when the output bears more 
than a passing resemblance to the cinematograph technology (a film camera, 
projector and developer in one) pioneered by the Lumiere brothers as early as 
1895. Stewart (1999:260) explains that: 
 
The new cinematograph photographic fixity broke away from itself to create motion rather 
WKDQPHUHO\ WRPXOWLSO\ LWVHOI RYHU VSDFH«LQHDUO\ VFUHHQLQJV WKH LPDJH ZDVKHOG IRUDV
ORQJDVSRVVLEOHOLNHDVWDOOHGPDJLFODQWHUQVOLGHXQWLOLWYLVLEO\EXUVWLQWRPRWLRQ«FLQHPD
arrived as a perceived mechanical descendant as well as a present derivative of the 
photograph. 
 
The work of Edward Muybridge, the first photographer to study both animal and 
human motion and movement in any great detail, preceded this technology by ten 
years. His images are very interesting, even if at times his (human) subjects make 
for uncomfortable viewing.  
                                                          
1
 Title adapted frRP5RELQVFKDSWHUWLWOHµ: ill the image move us still?¶- full details in bibliography 
2
 Available at: http://cinemagraphs.com/[Online] (accessed 19th October, 2011) 
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Cresswell (2006:61) UHPLQGV XV WKDW µSKRWRJUDSK\ KDG IRU D ORQJ WLPH EHHQ D
WHFKQRORJ\WKDWKDGH[WUDFWHGVWLOOQHVVIURPWKHPRWLRQRIWKHZRUOG« the enemy 
of the camera had been the blur of speed.¶0X\EULGJH¶VSKRWRJUDSK\YHU\PXFK
captured the zeitgeist and excitement regarding movement and technology. As the 
newly established railway hurtled passengers across borders, µYLVXDOLW\ ZRXOG
coincide with the speeds and temporalities of both circulation and 
WHOHFRPPXQLFDWLRQ¶&UDU\cited in Cresswell, 2006:62). Artists also began to use 
photography early on, as a way of studying figures in movement most notably 
Degas whose studies of dancers were hued in pastel, bronze and silver nitrate. 
  
In its simplest form, the distinction made between photographs and cinema has 
been down to movement. Academics within philosophy, film and photography 
disciplines have written tirelessly about the differences in meaning and form 
between photographs and cinema (Barthes, 1982; Sontag, 1989; Stewart, 1999; 
Marien, 2002; Wells, 2004; Bate, 2009). The basic distinction has remained since 
the time of Muybridge and the Lumiere brothers¶ pioneering work, namely films 
move, photographs do not. Historically the photograph has been viewed as an 
object that communicates a singular instance which, like Cartier-BreVVRQ¶V
decisive moment, freezes time. Rather than petrifying movement, the moving 
image prolongs it, leadinJ 0HW] DPRQJ RWKHUV WR FRQFOXGH WKDW µWKHUH LV D
selective kinship of photography (not film) with death [since] film gives back to the 
GHDG>WKURXJKPRYHPHQW@DVHPEODQFHRIOLIH¶0HW]FLWHGLQ6WHZDUW  
 
Leafing through a variety of texts and numerous history of photography books, 
little is made of the complex and multiple layers of interaction that make up 
photography practice as a whole. In part, I think that this is a simple oversight. 
After all, it is easier to muse upon the meaning and beauty of the black and white 
imaginings of Ansell Adams and Diane Arbus, the glamour of Mario Testino or the 
humdrum worlds of Martin Parr, than dissect the more mundane processes of their 
production. There have been many brilliant and elegant texts on the photograph 
and image culture and I think there is a certain seduction for writers to become 
part of this canon. The consequence of this seduction has been that the doing of 
photography has become taken for granted and simply forgotten, but I believe that 
whilst photographs are interesting and important, they are not everything. 
130 
 
Thrift (2010:186) explains:  
 
One of the problems with representation is that it tends to be a visual register. Of course 
the visual is important, but it is only one of the registers through which people sense things 
and in some cases it is clearly not the most important.  
 
Movement is an essential part of photograph taking and whatever the subject, 
photographs come into being through the photographer moving around in order to 
take the image (Pink, 2011a). Many have become used to thinking about 
photography as being still, they have forgotten about the other important factors 
that are essential to image taking. This chapter outlines the different ways that 
photographers in this study use their bodies and, more specifically, the role of 
movement and the body within photograph taking. It uses the 6HDPRQ¶Vwork to 
tease out these various entangled processes alongside the work of Thrift, to 
understand more deeply about the bodily and sensory interactions between the 
photographer and the camera, the city and one another.  
 
Alongside the interviews, many of the observations in this chapter are drawn from 
the field notes taken during the walk and talk sessions with participants and the 
different Flickr meet-ups I attended. Both offered a unique opportunity to compare 
the differences in movements when photographers were together and how they 
worked when they were alone. The final part of this chapter summarises the role of 
the body in online places and how these movements relate to the offline bodily 
movements with the camera in the city. However, it is to the senses that this 
chapter first turns, highlighting their importance and key role in photograph taking.  
 
 
Photography and the senses 
Movement and the body play a crucial role in every part of photograph taking from 
the physical walking about the city, to the actual doing of photography which 
enlists eyes, feet and fingers in various different positions, such as leaning and 
crouching. Nevertheless, the different sensory dimensions of photographic 
practice are often overlooked. The senses have been embedded within the 
practice of photography since its invention, and so touch, smell, hearing and vision 
all play an important role in everyday photography.  
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Whether this is when holding the camera in the hands, looking through the 
viewfinder or screen, wandering around the city, lying on the ground or in other 
awkward positions in pursuit of the perfect angle, all the senses are involved. This 
list could be extended even further to include others senses VXFK DV µSDLQ
temperature, mechanoreception (balance), interoreceptors (blood pressure) and 
proprioception¶ (Draper, 2011). Although Pink (2009:15) offers a succinct summary 
of the various academic disciplines that have embraced sensory forms of 
research, it is notable there has been some hesitation within both media and 
particularly photography VWXGLHV WR HQJDJH ZLWK DQG µDWWHQG WR DQG LQWHUSUHW WKH
experiential, individual, idiosyncratic and contextual nature of research participants 
VHQVRU\ SUDFWLFHV¶ Although there has been some attempt within media studies 
(Bull, 2000; Couldry, 2006; Moores and Metykova, 2010) to open up discussions, 
there have been fewer attempts within texts on photography (Garrett, 2010; Pink 
2011b) to highlight the different sensory experiences on offer.3 This section builds 
on the work of Pink (2009, 2011b) and discusses the various sensations that have 
become tangled up when doing photography.  
 
There are two4 senses absent from this section: proprioception and vision. 
Proprioception is µthe sensory processes responsible for the conscious 
appreciation of posture and movement, and also to the many sensory inputs 
involved in unconscious, reflex adjustments of balance, postXUHDQG ORFRPRWLRQ¶
(McCloskey cited in Shinkle, 2008:912) so will be included as part of the next 
section that specifically relates to movement, the camera and the body. In the 
context of sensation and the senses however, vision is not as straightforward and 
its dominance has divided scholars in different disciplines (Jay, 1993; Pink, 2009). 
Ingold (2000:261) discusses the complexity of vision in great detail and in 
summary believes that:  
 
Vision does not yield a snapshot, or even a series of snapshots. It rather yields an 
DSSUHFLDWLRQRIREMHFWVµLQWKHURXQG¶« %\µUXQQLQJRXUH\HVRYHULW¶± as we might run our 
fingers over it in tactile perception ± we discover its form in the envelope of movement, that 
is the continuous modulation of the array of reflected light reaching the eyes. 
 
                                                          
3
 Pink has discussed in great length the variety of different senses found within everyday practices 
see 2005, 2006, 2008a, 2009, 2011a, 2011b 
4
 7KHUHDUHWKRXJKWWREHµDWOHDVWGLIIHUHQWVHQVHVDQGFRXQWLQJ¶see Durie (2005).  
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It is a particularly apt metaphor that Ingold uses here and vision without doubt is 
an important part of doing photography.5 However it is extremely difficult to 
extrapolate vision as a core sensation, identifying it specifically like smell or cold. 
Indeed there is an µLQVHSDUDEOHHQWDQJOHPHQWRIWKHYLVXDOLQRWKHUVHQVRU\PRGHV¶
(Edwards, 2009:35). Ingold (2000:261) goes on to ODWHUVD\WKDWµWKHsensations of 
vision are not the same as those of touch or hearing.¶ For the purpose of this 
section, the particular sensations that became heightened during the fieldwork 
while walking around or highlighted during the interviews will feature in detail here. 
Proprioception will feature in the next section relating to the body. Vision will be 
discussed later in Chapter 6, relating specifically to habits and routine.  
 
Finally there are two things that I must emphasise here before discussions begin. 
The first is that although the section is divided up into categories, in no way do I 
want to imply that the senses can be treated as separate entities. The experiences 
described involved many different senses working in conjunction with one another 
(some more subtle than others) to produce a mood or deeper understanding about 
the places we visited with the camera. The second point leads on from this, which 
is perhaps the seemingly conflicting nature between discussions regarding the 
senses at all in the context of Merleau-3RQW\¶VSKLORVRSK\RISHUFHSWLRQ&DUPDQ
(2008:45) H[SODLQVWKDWµ0HUOHDX-Ponty criticises the technical redeployment of the 
WHUPµVHQVDWLRQ¶LQDEVWUDFWLRQIURPZKDWWKH\DUHRULJLQDOO\FDOOHGXSRQGHVFULEH.¶  
 
It is not my intention here to list these different sensations experienced whilst out 
with the camera in some sort of empiricist way, VWULSSLQJEDFNµVHQVDWLRQDVDVHW
RI VWLPXOL¶ LELG.:50) ready to then be processed as a neat visual experience. 
Instead, I wish to highlight the opposite, that attention to the varied sensory 
aspects when doing photography allows a comprehension of being-in-the-world 
that moves away from a purely visual recognition and into a wider appreciation of 
the different sensual aspects of everyday life. 
                                                          
5
 Although it can be done without sight, the UK charity Photovoice ran global workshops with blind 
and partially sighted children and adults to help them express themselves in visual form between 
2008- 2010. See http://www.photovoice.org/projects/uk/sights-unseen/ (accessed 19th October, 
2011) 
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In some instances the sensory aspects of photography are inferred from the 
interviews. Photographers described to me particular moments and sensory 
elements that were important in shaping their photographic approaches. Ingold 
(cited in Pink, 2009:27) believes that:  
 
The perceptual systems not only overlap in their functions, but are also subsumed under a 
WRWDO V\VWHP RI ERGLO\ RULHQWDWLRQ« Looking, listening and touching, therefore are not 
separate activities they are just different facets of the same activity: that of the whole 
organism in its environment. 
 
With this in mind, this section will now highlight some of the different sensations 
that are experienced when doing photography which continuously become 
interwoven with one another, adding to the layers of experience when out with the 
camera.  
 
 
The different sensations of photography ± a brief prologue 
One of the main smells I associate with photography is the distinctive aroma of the 
darkroom. Although I was taught to develop photographs by my father in a 
cramped bathroom, my first proper experience of being in a darkroom happened a 
few years later at my local college, where I spent time developing photographs for 
various projects. The darkroom is an interesting place in terms of sensual 
experience because vision cannot be relied upon and instead it is the sense of 
touch that is heightened.  
 
The trickiest part is getting the film from the camera into the developing canister. 
Holding on to the film spool in one hand, the film is then fed through the lightproof 
box via some small sprockets and then immersed with developer solution. Once 
this awkward part is finished, the safelight can be switched on which instantly 
bathes everything in an eerie red glow, the eyes gradually adjusting to the semi-
darkness of the room. The sense of smell is particularly prominent in the darkroom 
and it is always advised that WKHSKRWRJUDSKHU¶V time is limited in such a confined 
space, so strong are the chemicals used in the process. After spending a while in 
the darkroom, the eyes start to become strained and often a headache is brought 
on by the chemicals.  
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The odour of developer is very specific and stings the back of the nostrils and 
throat like vinegar. Despite these slightly unpleasant side effects, the main 
memory I have of being in the darkroom is tingling excitement. The magic of 
developing and seeing my images for the first time as they emerged from film onto 
paper was an unforgettable thrill.  
 
I was reminded of these past H[SHULHQFHVZKHQ,DWWHQGHGDPHHWXSRIWKHµ/R-IL¶
Flickr group on a cold January evening in a meeting room above a local pub. We 
had a guest speaker showing us the basics of developing your own film and we 
each got a turn at closing our eyes and trying to thread some film through the 
developing canister. While going over these movements again brought back 
different memories, it also struck me that the basics of photography rely on touch, 
not vision. After the speaker had finished, we handled the other equipment and the 
trays and the tongs each carried the smell of developer which also instantly 
transported me back to my earlier experiences. 
  
Later on in the evening, we discussed and passed around our own photos and film 
cameras we had brought along, which became a kind oI µVKRZ DQG WHOO¶ RI
equipment: 
 
In general smell was quite important tonight and as everyone started comparing their film 
cameras, the air began to smell like a second hand shop, in that sort of old dust way that 
can be both partly comforting and slightly nauseating at the same time.  
 
The meeting turned out to be a bit of a tech fest and everyone was comparing their ancient 
cameras Canons, Olympus, Pentax and these random Russian makes that I had never 
heard of. 7KHUH LV GHILQLWHO\ VRPHWKLQJ DERXW WKH FDPHUD DV REMHFW« a kind of holding 
fetish associated with it, particularly the older, heavier models that weigh a tonne when put 
in your hand and have a satisfying click when the shutter goes off (something that is 
missing with the toy cameras).  
(Author Field notes, 20/01/11)  
 
The musty aromas and touching of the camera here were as much part of the 
doing of photography (in this case lo-fi or film photography), as the pictures 
themselves.  
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Smell  
Various different smells have infused into this research at different times and in 
different ways. With the photographers venturing into various (sometimes 
inhospitable) urban environments, the smells associated with them really became 
an essential way of making another connection to that place. On a walk and talk 
with Anthony, we stopped to picture a doorway that was grimy and grey but had an 
interesting padlock. The air in the doorway was incredibly pungent with the smell 
of stale urine and while I had to stand back due to the smell, he was unperturbed, 
and continued taking the picture, getting close to the detail of the door whilst 
presumably holding his breath.  
 
The aroma of the different cities and places I visited were often carried on the 
wind. When out with Paul B at the sea front, the overwhelming smell was old chip 
fat combined with the taste of salt when you wetted your lips. This was in contrast 
to wandering in Sunderland with The Understudy and Rhona, where the 
predominant smells were industrial: burning plastic, wood and dust. When Rhona 
and I first went on an exploration of an abandoned factory building, smell was a 
key part of the experience. As to be expected, it was very damp which heightened 
awareness of your steps around the room: the smell of rotting wood and damp 
carpet meant the floor underneath could be unsafe. The smell also reinforced the 
abandoned qualities of the room. The dust could be found everywhere and at 
times was so prevalent that you could feel the chalkiness of the atmosphere in 
your mouth. This was due to the amount of demolition and land clearing in and 
around the areas we were wandering.  
 
Pink (2009:145) XQGHUVWDQGV WKDW µRXU H[SHULHQFHV RI RWKHU SHRSOH DQG SODFHV
LQHYLWDEO\LQYROYHVPHOO¶DQGWKLVLVWUXHQRWMXVWRILQWLPDWHVSDFHV, but of the larger 
cities I visited too. The smell of dust that hangs in the air, which enters my nose 
and throat, now has a sadder taste. When walking around Sunderland with the 
photographers, I was struck by the vast amount of open wasteland and unused 
space. Once where proud factories and industry would have stood there are now 
vast expanses of rubble with large fences around the edges. The olfactory sense 
when first walking around in Sunderland allowed PHWRFRQQHFWZLWKWKHFLW\¶VSDVW
and present; I can not only see the demolition of the city, I can smell it too as 
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particles of dust were disturbed by our photographic explorations. The field 
photographs that I took on these different and varied tours (see Plate 10) further 
evoke these sensual memories.  
 
Looking through the images, I can recall the smells of the different places that are 
of interest to the photographers. In contrast, other smells of the city are more 
ambient. Before setting off on our walk around Newcastle, Richard and I went to a 
small café in the covered Grainger Market building, where he sometimes goes on 
his own to watch people go about their daily business. The specific aroma of the 
market is really part of the appeal of shopping there, where the raw smell of the 
butcher stalls mingles with bakeries, pet shops, cafes and vegetable stalls. This 
just adds to individuality of the market and suffused the watching of the many 
characters brushing past our table while we were chatting. 
 
 
Sound 
The solid clunk of the shutter release in SLR cameras is a distinctive, satisfying 
sound which signals a machine is at work. Even in cheaper compact cameras and 
camera phones, they add a phonic replica of a shutter going off to make the 
experience of using them more authentic. The sound a camera makes reassures 
WKHSKRWRJUDSKHUDQG'RQQDWROGPH³I love the sound that [the camera] makes, 
LW¶VDELWVDd! You know that it has taken something and you can hear it working, it 
is thaWUHDVVXUDQFHWKDWLW¶VZRUNLQJ that it has taken it straight away.´ The sound 
of the SLR camera is quite loud and you can feel the shutter move in the camera 
when you hold it. Chris said to me that the appeal of using older cameras is that 
³WKH\have the most amazing click« [with digital compact cameras] you GRQ¶WJHW
WKHYLEUDWLRQHLWKHU´$QG\0DOVRFRPPHQWHG³XVLQJWKHFDPHUDDVZHOO« it was a 
3HQWD[.« it used to make a really reassuULQJQRLVH« LWIHHOVVDWLVI\LQJ´.  
 
The photographers are reassured by the sound of the camera because of its 
associations both with quality and practice; the noise signals that they are serious 
photographers and it both satisfies and comforts in equal measure. Bull (cited in 
Pink, 2009:18) comments WKDWµVRXQGKDVUHPDLQHGDQLQYLVLEOHSUHVHQFHLQXUEDQ
DQGPHGLDVWXGLHV¶DQG\RXFDQDGGmany other disciplines to that list, including 
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photography studies, product design and computing. Think of the distinctive 
melodic tinkling of the computer or television switching on and off, which serve no 
other purpose than to reassure the user, infiltrating their everyday sound mix.  
 
Sound is important when doing photography in a practical way as well. When 
taking photographs, your visual field is often tied up so you rely on your hearing to 
make sure that you do not get run over by a car or if there are people approaching, 
you can listen out for them and wait for them to pass. For the photographers who 
specialise in night photography or that work in dark places (such as tunnels) sound 
is especially important as the visual sense is partially deprived. When out walking 
with the photographers, sound made different sorts of impacts on our discussions. 
When out with Paul B, we were by the sea and the wind rushing past my ears was 
so strong that at times, I could not hear what he was saying. The wind made the 
taking photographs difficult too: I tried to take a picture of the colourful bunting 
flapping in the wind, but the noise and force of the wind, almost knocked the 
breath out of my body as we walked back down to the pier and made my hands 
shake. Paul B was much steadier and kept himself very still when taking pictures 
although he did remark to me that he would perhaps not go down to the seafront 
when it was quite as windy. 
  
Sometimes the absence of sound can also communicate more than its presence. 
When I went out wandering with The Understudy in Sunderland, what initially 
struck me was that apart from the usual ambient traffic noise in the city centre, it 
was eerily silent in the park and down by the river. When he guided me around the 
different places that he visited with his camera, he brought along pictures that he 
had taken previously, which were more or less all cityscapes devoid of people. I 
now realised in the deafening silence around me that there were no people to 
photograph. In contrast to this, Andy M FRPPHQWHGWKDW ³I like walking along the 
river [in Sunderland] there is a lot of activity, it was the life of the city until recently, 
and I IHHO,VHQVHWKDW´. There were traces of habitation when The Understudy and 
I walked around part of the river, but the amount of broken glass and beer cans 
told me that this place changes come night fall. When The Understudy explained 
what would have been here at the start of the 20th century, the silence acted as a 
reminder of what had disappeared.  
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Touch, Temperature and Texture 
Whereas smell made a more subtle intrusion as we were wandering inside and 
out, touch was present both in the interviews (where is it was discussed often) and 
as we walked. The physical presence of the camera was prevalent to all the 
photographers whether they were experienced or beginners. Many discussed the 
µOXJJLQJ¶ RI HTXLSPHQW DQG WKH bulk of the camera which can sometimes cause 
aches and pains especially when carrying it for long period of time. Richard told 
PH³Lf I am just walking around with my camera, I can spend hours [wandering]! 
You do get tired but I am used to [the camera weight]´Alastair also explained that 
³, FRXOGQ¶W KDYH GRQH P\  [challenge]6 without my compact camera it would 
require too much lumping around´Rhona told me³I plan to go somewhere and I 
might not have anywhere particular in mind but the idea is to take your camera 
out, it is too heavy to take everywhere!´ 
 
Being a serious photographer often means carrying a lot of extra equipment: extra 
lenses, filters, tripods and maybe an extra camera. The weight and presence of 
this equipment, despite it sometimes being a hindrance to the body when it is 
moving around, signifies to them and others that they are committed to 
photography as a hobby and sometimes more seriously as semi-professionals. 
Both Andy S and Paul W made similar comments stating:  
 
Yeah, as for lugging equipment I do like to travel light, for ages I stuck with a compact 
camera (mostly a Lumix TZ3) and a tripod that folded small and I could just hook it off my 
belt. I do like to go like that but now I have a DSLR, it does pain me to leave it at home, so 
I usually lug it round with me but I try to restrict how many lenses and flashes I take. 
(Andy S) 
 
I lugged my DSLR camera all around Barcelona and when I got back I had a pain in my 
neck. So I thought it was time to get a compact camera [a Panasonic LX5]. The three 
hours around Beamish, we were there from 5-8 and I not only had the camera with the big 
lens on it, I had 2 flashguns, a tripod, a wide angle lens, a few bits of kit, you are probably 
carrying an extra stone in weight! It kills your back after DZKLOH« afterwards we were all 
VDWRQWKHEXV« knackered.  
(Paul W) 
 
 
                                                          
6
 7KHµ¶LVDSKRWRJUDSK\FKDOOHQJHZKHUHSKRWRJUDSKHUVWDNHRQHSKRWRRIDGLIIHUHQWVXEMHFW
every day for a whole year 
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The physical presence and touching of the equipment signals a different 
engagement with the world as mentioned by Mike: ³ZKHQ you put that camera 
around your neck and you feel its weight, you activate something, like I have my 
SKRWRJUDSKHU¶VKDWRQ´What Mike is describing here is what Seamon (1979:41) 
ODEHOVDVDQµintentional bodily force which manifests automatically but sensitively.¶ 
When Mike put the camera around his neck and feels the weight of it, this 
becomes something more than just a physical presence on his body; it also is part 
of an automaWLFIRUFHWKDWµJXLGHVKLVPRYHPHQW¶ibid.) when he is outside. There 
is a bit of a ritual involved here as well, of putting the camera around the neck so 
the camera is always attached to the body, even if the photographer is not holding 
it in their hands. 
 
During one North East England Photography Group (NEEPG) meet-up, I noticed 
that even when the camera was attached to the tripod, photographers always kept 
the camera strap around their neck as experience has taught them to be extra 
careful with their kit. The importance of touch and feel of the camera was 
highlighted by two of the participants that specialise in film photography. Both 
Chris and Andy M expressed their love of film cameras for the same reasons:  
 
This is covered in tape [showing me a bashed about Holga camera] cause it leaks light in, 
and here [gestures to the side of the camera] when you hold it at an angle the back falls 
out and you have to tape in the batteries as well! I like that you can get vignetting around 
the sides it looks like an old photograph but taken now. It is the holding of the camera; it is 
about having something tangible, as well as the photographs after. 
(Chris) 
 
,QWHUPVRIILOPLW¶VZKDW,VWDUWHGRXWZLWKLWIHHOVULJKW:LWKGLJLWDOLWGRHVQ¶WTXLWHVLWULJKW
There LVQRSK\VLFDOWKLQJ\RXGRQ¶WJHWQHJDWLYHVRUVOLGHVLWGRHVQ¶WUHDOO\H[LVWRWKHUWKDQ
GDWDRQDPHPRU\FDUG« ,GRQ¶WNQRZLWMXVWGRHVQ¶WIHHOULJKW.  
(Andy M)  
 
In these examples the feel of the camera is associated in a wider way with the 
history of the machine that they are using. The noise and the final output (the 
µVRPHWKLQJ WDQJLEOH¶ DQG WKH µQHJDWLYHV¶ are inextricably bound up with the 
sensation of doing film and Lo-fi photography. Interestingly, the feel of the Holga 
and other toy cameras is not that they are heavy but are in fact incredibly light. 
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Where you are used to holding a heavy SLR camera, once the toy camera is in the 
hands, you can barely believe that it is working.  
 
The sense of touch can be further numbed by temperature: severe weather 
conditions makes photography more difficult in colder months or at night. When 
Mike R goes out at night, he uses hand warmers to keep the circulation going in 
his fingers, so he can use the equipment and many of the photographers 
commented that when taking pictures in winter, fingerless gloves are a must. Andy 
M said that when taking pictures at night he had to keep walking around so he did 
not get too cold and to stop his feet from going numb. Mike R later spoke to me of 
experiences of taking pictures in the dark on a local beach:  
 
I was doing the light painting shot at the beach and you need the water reflection. So I 
knew the tide was in the middle of going out and coming back in again and I could hear it in 
the background, I had my back to the water, anyway I heard this rush behind me and 
instinctively I ran for these rock pools and obviously they were really deep and I was up to 
my knees!... %XW,QRUPDOO\WDNHZHOOLHVLI,JRWRWKHEHDFKVRLWGRHVQ¶WVWRSPHIURPJRLQJ
one place to the next because the best shots are nearest the sea. 
 
The experience Mike R describes of taking photographs at night, summarises the 
multiple sensorial experiences that can happen whilst doing photography: from the 
noise of the sea (sound), to the cold (temperature) of the water seeping into his 
boots (touch), to successfully grabbing your camera from the turning tide 
(mechanoreception) and the excitement that can happen from the sudden 
movement of your body (interoreceptors and proprioception). The fact that this 
story was told to me months after the experience also shows the impact of 
sensation on experience and learning. This also has further implications for the 
HWKQRJUDSKHUDVLWLVµWKURXJKDFWXDOO\HQJDJLQJLQWKHDFWLYLWLHVDQGHQYLURQPHQWV
ZHZLVKWROHDUQDERXWWKDWZHFRPHWRNQRZWKHP¶3LQN  
 
This section aimed to reveal some of the different multisensory experiences on 
offer to the photographer and throughout this chapter many more will be 
uncovered. The different sensations that come together when photographers take 
the camera out are both surprising and unique, and each participant had different 
tales of their sensory experiences with the camera to share both verbally and 
through our excursions.  
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It is a shame that photographing is so often limited to being discussed in visual 
terms because these everyday engagements are rich in detail and the experiences 
of the photographers I interviewed revealed a practice that was exciting and 
vibrant incorporating many different sensations. When photographs are produced 
the body is ever present, moving and connecting with the technology and the 
world it is documenting. Pink (2009:25) puts forward the advantages of an 
µHPSODFHGHWKQRJUDSK\ WKDWDWWHQGV WR WKHTXHVWLRQRIH[SHULHQFHE\DFFRXQWLQJ
for the relationships between bodies, minds and the materiality and sensoriality of 
WKHHQYLURQPHQW¶ - a position that this research would wholeheartedly agree. 
  
The word photography originates from a combination of WZR*UHHNZRUGV µSKRV¶
meaning µOLJKW¶ DQG µJUDSKH¶ ZKLFK PHDQV WR ZULWH RU carve. The idea of 
photography as carving is interesting here, particularly in ,QJROG¶V  
phenomenological terms where µWKHFDUYHUGRHVQRWVHSDUDWHWKLQNLQJLQWKHKHDG
to thinking in the hands nor consequently would he distinguish the products from 
WKHVH UHVSHFWLYH DFWLYLWLHV¶ (TXDOO\ LI WKH SKRWRJUDSKHU LV µFDUYLQJ WKH OLJKW¶ ZLWK
their camera, there should be little separation between the camera, the body, 
these movements and the end product, the photograph. It is to the body and the 
µGDQFH¶WKDWLWGRHVZLWKWKHcamera that this chapter now turns.  
 
 
The Still Point and Geography of the Lifeworld 
If we are to contemplate the everyday movements that lie between cameras, 
bodies and the city, traditional approaches of media and photography studies need 
to be extended or rethought to address the many different aspects of photographic 
practice. Couldry (2010:50) sXJJHVWVWKDW µZHQHHGWKHSHUVSHFWLYHRISUDFWLFHWR
help us address how media are embedded in the interlocking fabric of social and 
cultural life.¶ Chapter 1 underlined the variety of disciplines that I draw upon such 
as photography and visual studies, urban studies and sociology, alongside other 
less obvious areas such as phenomenology, tourism studies, mobilities research 
and human geography. It is this final category that this section will focus on, 
particularly the work of A Geography of the Lifeworld by Seamon (referred to 
hereafter as Lifeworld) alongside the shorter chapter entitled The Still Point by 
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Thrift. To begin with, a short explanation of both pieces and their scope will help 
put later discussions within this section into context.  
 
 
The Still Point  
The writing of Thrift and his work regarding the many ideas and applications of 
non-representational theory is included throughout this study, however it is 
SDUWLFXODUO\KLVZRUNµ7KH6WLOO3RLQW¶DERXWGDQFHWKDWLVUHOHYDQWZKHQGLVFXVVLQJ
movement and the body. The piece is quite dense and fragmented in style, which 
is W\SLFDORI7KULIW¶VZULWLQJ, but he does make some interesting remarks regarding 
dance and embodiment which are relevant to camera use. Frustratingly, the actual 
dancer and their own movements are missing from this work and it would have 
been helpful if Thrift had included some observations about dancers and their 
movements in Still Point. Sadly their presence in this piece is purely hypothetical 
but nevertheless, there are other more in-depth ethnographic accounts of dancing 
and movement elsewhere which will be drawn upon when later considering the 
everyday movements of photographers. 
  
Thrift is not the first to have an academic interest in the links between dance and 
the rhythms of everyday life, both as a practice and analogy. Texts on the subject 
have been wide ranging as many different disciplines have been intrigued by both 
the form and enactment of dance (Cresswell, 2006; Haldrup, 2011). Pink 
(2009:123) highlights +DKQ¶V auto-ethnographic work about Japanese dance 
ZKRVH µH[SHULHQFHV KLJKOLJKW WKH LQWHUFRQQHFWHGQHVV RI FRUSRUHDO H[SHULHQFHV
with the analytical process.¶ 7KH DQDORJ\ LV DOVR SUHVHQW LQ ZRUN DERXW WKH FLW\
Jacobs (cited in Wunderlich, 2008:133) writing that µXQGHUWKHVHHPLQJGLVRUGHURI
WKHROGFLW\«DQLQWULFDWHEDOOHWLQZKLFKLQGLYLGXDOGDQFHUVDQGHQVHPEOHVDOOKDYH
distinctive parts which miraculously reinforce each other and compose an orderly 
whole¶  Wunderlich (ibid.:137) himself ODWHU H[SODLQV KRZ µZDONLQJ SUDFWLFHV
support and integrate urban place-EDOOHWV¶ZKLFKalso relates directly to 6HDPRQ¶V
work. Haldrup (2011: 55) KHOSIXOO\ VXPPDULVHV WKDW µWKH H[DPSOH RI GDQFLQJ
serves to show how mobile practices are policed, codified and choreographed at 
the same time as they can be mobilised as a means of expression, improvisation 
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DQG FUHDWLYLW\¶ later applying it to his own area of interest tourist mobilities and 
landscapes. 
  
In Still Point, Thrift (1997:125) makes it FOHDU WKDW KH µLV LQWHUHVWHG LQ HYHU\GD\
practices and how they provide, especially through embodiment, alternative 
PRGHVRIEHLQJLQWKHZRUOG« to touch the invisible in the visible.¶He focuses on 
the body-subject7 ZKLFKIRUKLPµMRLQWO\FRQILJXUHVDQXPEHURIGLIIHUHQWUHDOPVRI
H[SHULHQFH¶ ibid.:141). He then goes onto briefly analyse these experiences and 
examine the important body-practices RI GDQFH ZKLFK KH OLVWV DV µULWXDO UHOLYLQJ
tedious or repetitive tasks, construction oIFRPPXQLW\DQGOHLVXUH¶LELG143-144). 
In this context, the discussions about dance can also relate to photographic 
practices and the movements therein: the habitual and repetitive interaction with 
body, machine and the everyday environment becomes a µZD\RI DFFHVVLQJ WKH
ZRUOGQRWMXVWDPHDQVRIDFKLHYLQJHQGVWKDWFDQQRWEHQDPHG¶5DGOH\FLWHGLQ
ibid.). Thrift (cited in Haldrup, 2011:56) sees dancing as summing XS µQRQ-
UHSUHVHQWDWLRQDODSSURDFKHVWRHPERGLHGPRYHPHQWDQGSUDFWLFH¶and is a useful 
way of gaining some insight into the other mundane movements of everyday life.  
 
 
Geography of the Lifeworld   
AOWKRXJK6HDPRQ¶VVWXG\ UHVRQDWHVZLWK more recent trends within human 
geography and other disciplines, which are themselves frequently turning toward 
both the sensory and phenomenological aspects of everyday life, his work remains 
relatively underused. 6HDPRQ¶V LQWHUHVW LQSKHQRPHQRORJ\PRYHPHQWDQGKDELt 
within everyday routine has recently been revived by diverse subject areas such 
as urban planning (Wunderlich, 2008) and media studies (Moores, 2006, 2010, 
2012) but so far his work has never been applied to the area of photography and 
visual studies8. Moores and 0HW\NRYD  VWDWH WKDW 6HDPRQ¶V ZRUN LV
XVHIXO µnot only for its conceptual vocabulary but also for its commitment to the 
empirical investigation of place-PDNLQJLQGDLO\OLYLQJ¶  
                                                          
7
 See Carman (2008) particularly Chapter 3 regarding Merleau-Ponty and body schema.  
8
 That I could find, interestingly Seamon has written on the work of photographer Kertesz, see 
Chapter 6 for further discussion 
144 
 
Seamon also puts movement as central to his thesis, which resonates particularly 
with this study. Lifeworld LVDVWXG\RIWKHHYHU\GD\FRPSOH[LWLHVµDQGLQHVFDSDEOH
LPPHUVLRQLQWKHJHRJUDSKLFDOZRUOG6HDPRQYLDWKHµERG\EDOOHW>QRZ
described by the author as body routine] a set of integrated gestures, behaviours 
and actions that sustain a particular WDVNRUDLP¶6HDPRQThe distinctive 
approach of the original text was based in a branch of human geography that 
came to prominence in the mid-to-late 1970s through authors such as Relph 
(1976) and Tuan (1977) which µVKLIWHGDQDO\WLFDOIRFXVIURPVRFLDOVSDFHWROLYHG-in 
SODFH VHHNLQJ WR VXSSODQW WKH µSHRSOH-OHVV¶ JHRJUDSKLHV RI SRVLWLYLVW VSDWLDO
science with an approach that fed off alternative philosophies ± notably 
existentialism and phenomenology (Hubbard, 2005:42). Seamon particularly 
utilised the work of Merleau-Ponty to investigate these everyday actions up close. 
Using the technique of WKHPHG µHQYLURQPHQWDO H[SHULHQFH JURXSV¶ he asked 
students to think and observe their patterns of movement and habits in their 
everyday environments via a theme assigned to them every week. Moores (2006) 
summarises that:  
 
6HDPRQ¶VJURXSVFDQ WKHUHIRUHEH WKRXJKWRI LQDFHUWDLQVHQVHDVKDYLQJ HQJDJHG LQ
consciousness-raising ± seeking to brLQJ µSUHFRJQLWLYH µJLYHQV¶¶ %XWWLPHU  LQWR
discursive consciousness through the expression of at least some of these tacitly known 
things, that enable the skilful accomplishment of everyday practices 
 
It is through the outcomes of these group meetings that Seamon persuasively 
argues that our relationships with place and habitual routines are more complex 
and not merely a symptom of automatic reinforcement or a condition of set thought 
processes (as argued by cognitive and behaviourist theories). Instead Seamon 
(1979:40) believes that HYHU\GD\LQWHUDFWLRQDQGPRYHPHQWµDULVHVIURPWKHERG\¶
ZKLFKLVµDWWKHURRWRIKDELWXDOPRYHPHQW¶LELG.:41). This belief is informed by the 
work of Merleau-Ponty, whose work Seamon borrows from to explain the role of 
body subject LQWKHµILUVWKDQGLQYROYHPHQWVZLWKWKHJHRJUDSKLFDOZRUOG [in which] 
KH RU VKH W\SLFDOO\ OLYHV¶ LELG.:16).There are clear similarities here between the 
work of Thrift and Seamon who both have an interest in uncovering the deeper 
meanings within routine movements however their approaches are not identical.  
 
145 
 
What is of interest here is how they both make use of the movement (and 
metaphor) of dance to illustrate the interesting, yet often hidden, aspects of the 
taken-for-granted nature of everyday life. The application of Merleau-3RQW\¶VLGHDV
via 6HDPRQ¶V work opens up new ways of thinking about photography, 
embodiment, movement, perception and the body. For Merleau-3RQW\µSHUFHSWLRQ
is not a private mental event, nor is the body just one more material object set 
DORQJVLGHRWKHUV¶&DUPDQ:78). Instead, just like photography, it involves the 
XVH RI WKH ZKROH ERG\ DW DOO WLPHV ,W LV µQRW MXVW VRPH H[RWLF REMHFW RU SURFHVV
VRPHZKHUHRXWWKHUHLQWKHZRUOGLWLVXV¶ibid.:95). With these ideas in mind, this 
section will now turn to bodies and their dance with the camera. 
 
  
µ7he dance with the camera¶ ± movements, bodies, cameras  
  
 O body swayed to music, O brightening glance, 
 How can we know the dancer from the dance? 
  
 (W.B <HDWVµ$PRQJ6FKRRO&KLOGUHQ¶ 
 
Just as Yeats cannot separate the dancer from the dance, the same can be said 
for the photographer and their camera. Seamon (1979:29) explains that 
µSKHQRPHQRORJ\LVDVPXFKDSURFHVVDVDSURGXFW¶and the dance or movements 
at the heart of this close relationship mean that during the photographic process, 
body and machine become entwined. The camera becomes an extension of both 
the photographer¶s hand and vision, making them difficult to separate. The dance 
does not always have to be a solo performance either, and when two or more 
photographers get together in groups there is an interesting interaction between 
each other and their cameras. During this study photographers used their bodies 
in multiple, unexpected ways with the camera but it is not only the taking of 
photographs that uses the body. 
  
Other areas of photography require the body to be fully engaged, such as posing 
and posturing in front of the camera when your picture is being taken; pulling a 
rictus grin or getting light spots in front your eyes thanks to the brightness of the 
flash bulb.  
146 
 
Later still, whether uploading the images from the camera to the computer or even 
handling the paper copies and leafing through a photo album, the body is always 
fully engaged when doing photography. Taking photographs can often feel like 
hard work and it is a very physical pursuit. When out walking with the 
photographers, we were battered by the wind and rain and wandered for miles. 
We carried heavy cameras and manoeuvred into isolated and empty places that 
were damp and dusty. My fingers would grow numb, my wrists and neck often 
became aching and sore, my legs and feet were tired and even my vision was 
fatigued having constantly to look through the view finder and close one eye to 
take a picture. 
 
The body is not only at the centre of photography, it can be seen more widely as 
µWKHVLWHRIDFWLYLW\DQGHQJDJHPHQWZLWKWKHZRUOG¶9HUJXQVW. Seamon 
(cited in Haldrup, 2011:55) describes the nature of the body ballet where:  
 
Basic bodily movements fuse together into body ballet through training and practice. 
Simple hand, leg and trunk movements become attuned to a particular line of work or 
action and direct themselves spontaneously to meet the need at hand. :RUGVOLNHµIORZDQG
UK\WKP¶ LQGLFDWH WKDW ERG\ EDOOHW LV RUJDQLF DQG LQWHJUDWHG UDWKHr than stepwise and 
fragmentary 
 
The same basic movements are prevalent when photographers are using the 
camera as the actions are both constant and repetitive. Camera in hand, they pull 
the camera close into their body, then hold it up to one eye whilst closing the 
other, allowing them to hone in on their subject. They then pull the lens manually 
with the other hand, briefly pausing before pressing the shutter release. These 
basic movements can of course change depending on the subject or location and 
to some extent photography is µDQ LPSURYLVDWLRQDO SURFHVV RI WRXFK¶ (Haldrup, 
2011:56).  
 
The body on camera 
To consider µWKH UROH RI WKH ERG\ LQ HYHU\GD\ PRYHPHQW¶ Seamon, 1979:25) in 
relation to photography means to also think about its important role in front of the 
camera as well. Many of the photographers commented on how they preferred 
more natural looking photographs, which sometimes meant using the camera in 
more covert ways in order to photograph the body in different poses.  
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The notion that posed pictures were somehow less authentic (in certain 
circumstances) was a common theme. Gary was one of many photographers who 
commented how ³\RXSRLQWDFDPHUDDWVRPHRQHDQGWKH\GRQ¶WDFWQDWXUDOWKH\
start posing, so we were sat on a park bench and we had a 200 zoom lens and we 
MXVW VWDUW VQDSSLQJ DZD\´. Darrel also said ³, TXLWH OLNH DVSHFWV RI VWUHHW
photography and candid shots of people, I am not keen on posed images but I am 
interested in sitting and watching people but as soon as they see you taking 
SKRWRVSHRSOHFKDQJH´Similarly Anthony told me: 
 
,MXVWOLNHIDFHV« VRPHWLPHV,SUHIHULWZKHQLW¶VQRWSRVHGVRDFRXSOHRISKRWRJUDSKVWKDW
I have is street photography with a zoom lens: one of a homeless guy, it looks like he is 
looking straight at the lens but I was in the shadow, so it was a lucky thing. 
 
Some described how they had found new ways of holding the camera to make it 
less obvious they were photographing the subject. For example, Richard does not 
always hold his camera at eye level but sometimes sits it at waist level instead, 
allowing him to capture more candid shots when doing his street photography, 
which additionally gives a different perspective on his cityscapes. Lewis explained:  
 
I still have a medium format camera ZKLFKLVJUHDWEHFDXVHWRPRVWSHRSOHLWGRHVQ¶WORRN
OLNHDFDPHUDDQG,GRQ¶WKDYHWRKROGLWXSWRP\H\HDQGLW¶VJRWOHQVHVVR\RXORRN
GRZQLWDQGIRFXVWKDWZD\« µFDXVHLWKDVthe twin lenses on it [the public] think that it is a 
ILOPFDPHUDVRWKH\¶OOORRNDWLWDQGWKH\DUHQRWORRNLQJGLUHFWO\DW\RXWKH\DUHORRNLQJSDVW
you almost... so it is a lot better. 
 
Something happens to our bodies when we are photographed: without thinking we 
stiffen as social conditioning tells us to stay still so we become tense and pose, 
leading to an awkwardness of body language on camera and, for the 
photographers here at least, a less appealing picture. There was a strong desire 
by the photographers to capture a more naturalised movement, to capture the 
body as it really moves. Phil said:  
 
%HFDXVH,KDYHVRPHELJOHQVHV,JHWDSKRWRJUDSKZKHQVRPHRQHGRHVQ¶WUHDOLVHLWQRW
them doing anything embarrassing but faces, expressions. The amount of character in the 
persons face does depend on the kind of life they have had you used to get a lot of that 
kind of person working the docks in the 60s and 70V« if he knew you were there, you 
prREDEO\ZRXOGQ¶WJHWWKHSLFWXUH 
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Richard also explained that he has recently taken pictures: 
 
Of people walking past the partition wall [outside the Gateshead Car Park site] it can be 
quite an interesting contrast, with colours and get them walking past to get a feel for the 
type of people who live in GateshHDG« I took them from across the road with a longer 
OHQV« iW¶V OLNHDVWDJHRU DFDWZDON The positions that people are get in when they are 
PRYLQJ WKH\ ZRXOGQ¶W NQRZ WKH\ DUH PDNLQJ WKRVH SRVLWLRQV ZKHQ WKH\ ZDON WKH\ DUH
unaware of [me]. SomHWLPHVLW¶V just hit and hope! 
 
,Q WKH FRQWH[W RI 5LFKDUGV µFDWZDON¶ photographs, the subjects are unaware of 
being photographed so their movements can be seen to progressively flow. 
Carman (2009:110) H[SODLQVWKDWµRXUERGLHVDUHFRQVWDQWO\WKRXJKXQFRQVFLRXVO\
and involuntarily, adjusting themselves to secure and integrate our experience and 
maintain our grip on the environment.¶:KHQDFDPHra is pointed toward us this 
subtly changes the dynamic and somehow interferes. Suddenly we are aware of 
these adjustments and try to supress them, change them or decide to do 
something else entirely, which leads to the posing that so many photographers 
wish to avoid (although the results can be spontaneous and fun, see Plate 8). In 
this example, capturing the everyday feel of Gateshead as a place includes how 
the locals move and dwell in their everyday space which is also important for 
presenting a more naturalistic form of everyday still life.  
 
 
Finding a rhythm, getting into position 
The rhythms embedded within photographic practice are deep set and can be 
summarised as one motion, back and forth. There is a comfort in the act of 
photography which involves a soothing, but complex and repetitive, coordination 
between camera, hand and body. The compulsion is not only to take photographs, 
but the rhythms are bound into the preconscious and habitual experience of 
photographing. Seamon (1979: 39) XQGHUVWDQGVWKLVDVµDQDXWRPDWLFXQIROGLQJRI
movement with which the person has little or no conscious contact.¶ All the 
photographers I watched at work repetitively stepped in and out in order to capture 
the image they wanted. They brought their body behind the camera and pushed it 
forward, then back into the subject, then back out again turning the focus in and 
out. In a wider sense the habitual notion of movement around the city also meant 
returning to the same places, again and again. 
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Dempster (cited in Thrift, 1997:144) comments how µWKH PRGHUQ GDQFHUV ERG\
UHJLVWHUVWKHSOD\RIRSSRVLQJIRUFHV¶and photography is no different, the flow of 
opposing movement is a part of everyday practice. When thinking more deeply 
about particular rhythms, they can be found in different areas of everyday life from 
the clock pendulum to the waves at the shoreline. Their constancy can soothe and 
their GLVUXSWLRQXQVHWWOHXVEHFDXVHµUK\WKPVDUHIHOWPXFKPRUHWKDQWKH\FDQEH
VHHQRUKHDUG¶9HUJXQVWZKLFKGRHVPDNHWKHPGLIILFXOW WR represent 
in a visual or textual way. Nonetheless the rhythm of photography is worth 
exploring in a bit more detail here. 
  
The participants in this study utilised every aspect of their body, making subtle 
adjustments to their footwork and posture when using the camera, whether that 
was taking a picture of a building or another person. When I was out with Anthony, 
KH ZDV WDNLQJ SLFWXUHV IRU KLV µ VWUDQJHUV¶ SURMHFW9 and I noticed that when 
photographing one subject, he stood on his tip toes and subtly leaned toward into 
them to get the shot he needed, then stood back once the photograph was taken. 
He needed to lean forward because he had changed lenses moments before to 
use VRPHWKLQJ³OHVVLQWLPLGDWLQJ´ which meant to get closer to the subject he had 
to step forward, rather than turn the lens. Although this movement is naturalised, 
Anthony is aware about using different lenses and their presence when doing 
portraiture. When discussing a portrait of a cage fighter on his photostream in an 
earlier interview, he remarked: 
 
It was actually down in Dean Street when I took the picture and I thought you are quite a 
big guy so if I slightly dip down then you will look bigger and I suddenly thought that I need 
to make him look good in some way - so I automatically dipped down. But I used a fixed 
lens so I needed to go straight into him and I said I need to get close to you and he 
laughed! 
 
In this instance Anthony also pre-empts the reaction of the subject as he stepped 
closer. He let them know he understands how a camera can be an intimidating 
presence when used in close-ups because the photographer has to step into the 
VXEMHFW¶V personal space which can feel intrusive.  
                                                          
9
 100 strangers is a popular project on Flickr where you take portraits of people you have never 
met on the street See http://www.flickr.com/groups/100strangers/ (accessed 3rd November 2011) 
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Anthony here is also using his body to get physically closer to the subject which 
sometimes leads to a more intense picture and the body also acts as a connection 
point, its movements and posture drawing the eye. In discussions with Anthony 
while waiting in the street for subjects to present themselves, I asked him why 
certain people are more suitable than others. He replied that ³LW¶VWKHFKDUDFWHU in 
their face and the way they hold themselves when they approach you´. 
 
Vergunst (2011:206) identified that:  
 
In studying technology the role of the body, those who make something, who use it, are 
affected by it - is integral. By this reckoning the very distinction between body and tool is 
blurred and each must be seen in a relationship to the other, in combination. 
 
This complex relationship can lead to tension between camera and the body, 
Rhona remarked that she can feel self-conscious with the camera:  
  
TKDW¶VRQH UHDVRQ , SUREDEO\ OLNH >SKRWRJUDSKLQJ@ WKHDEDQGRQHGVWXIIEHFDXVH , DPQRW
drawing attention to myself, I can wander around and not worry about at anybody looking 
at me because you feel like a bit of an idiot walking around [with the camera@« I do 
anyway! 
 
In a different example, Alastair explains to me how he gets the camera to ³do what 
KHZDQWV´: 
 
,KDYHOHDUQHGKRZWRIRUFH>WKHFDPHUD@LQWRGRLQJZKDW,ZDQWLWWRGR« and I have learnt 
QRWWRWDNHWKHVKRWWKDW,NQRZ,FDQ¶WFDSWXUHZLWKLW,FRXOGQ¶WJHWLQWHUHVWLQJVKRWV>DWD
distance with this camera] so you go for something more interesting, like the teacup for 
H[DPSOH« [takes picture of my coffee cup and voice recorder to show me on the camera] if 
you force the flash on and change the light settings, then put your finger over the flash and 
you get thHOLJKWVHWWLQJV\RXZDQW« you figure that out over time. 
 
In this instance, Alastair learnt about his camera and its capabilities through both 
movement and repetition. Stretching a finger over the flash with one hand and 
taking a picture with the other is quite awkward, requiring a degree of skill. Here 
the hands and camera successfully interact in order to get the desired photograph 
and the body is this instance becomes dynamic and intuitive with the camera. 
Paterson (2008:769) explains that research by Gestalt psychologists on 
proprioception greatly influenced Merleau-3RQW\ DV µFRPSDUHG with a grounded 
spatial framework, the axis of WKHERG\LVOLWHUDOO\µIHOW¶DVupright or tilted, and limbs 
and their movement are disWLQJXLVKHG LQ UHIHUHQFH WR WKLV IL[HG IUDPHZRUN¶
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Considering Merleau-3RQW\¶V later writing about the body in the world, Carman 
(2008:127) highlights how µRXUSHUFHSWLRQVDUHQRWVKDUSO\GLYLGHGEHWZHHQLQQHU
and outer, for all sense experience is simultaneously open onto the world and 
reflexively self-sensitive.¶ Merleau-Ponty believes then that we must always 
FRQVLGHUµthe bodily point of view¶LELG.:132) and although µYLVXDOO\[proprioception] 
is subliminal, I can close my eyes and proprioceptively hone in on the position, the 
level of tension and relaxation, in any region of the muscular body¶ (Leder cited in 
Paterson, 2008:279). Proprioception is both fully integrated and greatly enhanced, 
as photographers become gradually absorbed into the everyday doing of 
photography. 
  
The photographers were aware that they had to put their body into unusual 
SRVLWLRQVZLWK WKHFDPHUD WRJHW WKHGHVLUHGSKRWRJUDSKDV WKH µFR-ordination of 
perception and action lies at the heart of practical PLPHVLV¶ ,QJROG  
This was prevalent when out and about with many of the different photographers 
and they were instinctive and bold about using their bodies to get the shot they 
wanted. Darrel spoke about the picture on his Flickr stream (see Plate 3) that 
shows Paul W in the middle of the road with a tram coming towards him as a way 
of illustrating the extreme measures that photographers will go to get their desired 
shot. Donna also told me ³the more you get into it, the more kit you need to carry 
DQGWKHPRUH\RXFDUU\\RXQHHGWRNHHSLWGU\RUZKDWHYHU« I have got very good 
at holding a brolly in between P\QHFNDQGDFDPHUDDVZHOO´,viewed first-hand 
KRZ SKRWRJUDSKHUV VXFFHVVIXOO\ µWKURZ WKHLU ERGLHV Lnto the performance of 
mHDQLQJIXO DFWLRQ¶ &DUPDQ :111). When watching Paul B during our walk 
and talk, I noted that he spent a long time getting one shot right, lingering over the 
subject for different close ups and he took a lot of time crouching or actually sitting 
on the ground to get at the right level for the picture he was taking.  
 
$QWKRQ\ H[SODLQHG ³Vometimes it is just approaching it from a different angle, 
getting down on the ground, seeing how the world looks from that angle or looking 
for things such as repetition and pattern.´Even though it was wet on our walk and 
talk session, Mike did not hesitate to get down on his hunkers or lean on damp 
lampposts to capture the required image.  
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When out on a group photo walk, Chris often experimented with perspectives by 
putting his camera on the ground or stepping out into the middle of the road, to 
use his spinner camera. Similarly with Richard, I noticed he put his compact 
camera almost at his feet, his arm outstretched to take pictures of the pigeons that 
were near the monument at which we were sitting. In a deeper way, the 
photographers¶ physical engagement with the camera, their style and positioning 
leads to a further µXQGHUVWDQGLQJ about the actual fabric of human environmental 
H[SHULHQFH¶ Seamon,1979:18) that they are photographing and ultimately µWKH
HPRWLRQDOOLQNEHWZHHQSHUVRQDQGSODFH¶ibid.:25) is brought to the surface. 
 
  
Dancing in groups: together but apart 
Most of the accounts given here come from either face-to-face interviews or later 
observations and comments that photographers made when I accompanied them 
out with the camera. I was aware at the beginning of this research that, more often 
than not, photographing is a singular hobby and something people want to do 
alone. Paul B described photography to me DV ³VROLWDU\ \HW VKDULQJ´ and some 
were not used to having someone with them when out with the camera. Donna 
believed the reason for this was that ³when you go out with family and friends and 
take pictures they GRQ¶W UHDOLVH WKDW \RXQHHG WREH LQ WKHVDPHSODFH IRUDJHV
fiddling with the settings on your camera and they get bored.´ 
 
Despite it being a solitary hobby, photographers do occasionally dance in groups. 
My very first Flickr meet-up was with the NEEPG members, who had arranged to 
meet in a coffee shop in Newcastle city centre. I invited myself along after joining 
the group a few months before and when I came in I could see the members 
gathered with their kit in the corner, leisurely chatting with each other. They each 
introduced themselves giving both their real name and, if it was different, their 
Flickr name, allowing me to put a face to their photo stream. Once we had all 
chatted for a while and finished our coffee we decided that no more members 
were coming so we headed outside but where I had assumed we would all stick 
together, everyone then went their separate ways. This behaviour puzzled me ± 
why call it a meet-up when you are only going to separate again?  
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This meeting then separating is not unusual, however, Paul B later told me that on 
meet-ups with the 3HRSOHV¶5HSXEOLFRI7HHVVLGH group ³they all split up and go 
their own way, HYHQ LI WKHUHDUHRIXV´ This particular NEEPG meet-up took 
place in Newcastle photographing the Chinese New Year celebrations in 
Chinatown, and some members of the group went away to find a good spot, to get 
a view of where the procession would eventually come through. I wandered with a 
few of the others moving between the different members who I could see were 
dotted up and down the street. They were all taking photographs of various 
different details, the red lanterns hanging beside the crispy ducks in the restaurant 
window, the parade of dragons with their yellow fur and gold bells, whirling and 
moving through the packed throng of people that had now gathered to see the 
parade. 
  
The photographers were doing a subtle dance of their own but also a dance 
between one another, carefully trying to move around so as not to get into one 
DQRWKHU¶V SLFWXUHV They would also look around them to see if another 
photographer was taking the same picture, then step out and move themselves 
into a new position or point the camera in a different direction. Donna told me that 
³I always look around before I move into space and take a shot, I hate it when I am 
taking a photo and someone walks past, you have to remember that there are 
other people that want the shot´Another time, when I was out with Tom, we were 
taking pictures and we both moved around one another, making sure that we did 
not FUHHSLQWRRQHDQRWKHU¶VVKRWVDQG at one point he even asked ³DP,VWHSSLQJ
LQWKHZD\"´7KHVHVDPHPRYHPHQWVZHUHDOVRpresent at another, smaller meet-
up at a local railway yard. Here, as the small cohort of photographers moved 
around, all were aware of the other cameras, peeking around corners and carefully 
looking about, aware that their movements could possibly impact on another 
person¶VSLFWXUHV$ODVWDLUattends most meet-ups with another group (Newcastle 
Photo Walk) whenever he can spare the time and commented how: 
 
WLWKWKHSKRWRZDON¶VHYHU\ERG\KDVWKHLURZQGLVWLQFWVW\OH,DPDOZD\VORRNLQJXSDWWKH
sky and something in it and very close up micro stuff. Sometimes you might mimic another 
SHUVRQ¶VVW\OHMXVWWRGR something different. 
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It is perhaps this reason why photographers feel the need to work alone, even if 
they are out in a group, as the desire to capture their own µXQLTXH¶VKRWLVDKDELW
that they cannot shake off. Later, Alastair went on to say:  
 
You learn a lot from your peers, teaching you, and sometimes you come back with a grin 
on your face and you see things and say I am having some of that! One of things about our 
JURXSLVWKDWZHGRQ¶WPLQGVKDULQJ>ORFDWLRQV@LWMXVWIHHOVWKDWRWKHUVDUH a bit protective of 
things. 
 
The dance that photographers do together is also carefully orchestrated, in part so 
they can keep a watchful eye on the others to see what they are doing. They are 
also aware of their own movements, so they can recognise the shot that is being 
lined up in the camera by another photographer. Not all participants viewed the 
meet-ups in a positive way, as The Understudy remarked that:  
 
I am never keen on organised events, the Flickr meet I went to, that was my worst 
nightmare ever! I am not very good in a team and because you have such a variety of 
levels and the one I went to was a comSHWLWLRQ« I am quite competitive.  
 
When I asked Richard if he had gone on any meet-ups, KHH[FODLPHG³1R$QG,
GRQ¶WZDQW WR it¶s just odd walking around [with others]!´ Rhona also commented 
that ³, FRQVLGHUHG LWEXW WKHUHDUHQ¶W WKDWPDQ\JLUOV LQ WKHPHHW-ups and I find it 
quite intimidating when it is all blokes.´ However Donna said that she views the 
gatherings as a chance to learn more about the photography from those that are 
WKHUH³I like the [groups] where you can meet people basically and you can go out 
and there is someone you can talk to.´The group dance then, whilst often fun and 
open, can alternatively be quite tribalistic and competitive, with photographers 
moving around one another as a way of testing the territory of others, their 
movements infused with the awareness that others are always watching them too.  
 
 
Testing the limits of the body  
So far it has been established that µembodiment is tactile; it involves an active grip 
RQWKHZRUOG7KHERG\LQRWKHUZRUGVLVXQGHUVWRRGLQWKHWHUPVRIZKDWLWFDQGR¶
(Thrift, 1997:128) but when contemplating what the body does when taking 
photographs, it is also worth thinking about what it cannot do and its limitations.  
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When the sensory and physical elements are combined, the varied movements of 
the body make photography an all-encompassing dance, but similar to the dancer, 
the photographer can often get fatigued. At some point, many of the participants 
commented about the physical strain that photography puts on their body. Donna 
explained how:  
 
$VVRRQDV\RXSXWWKHKHDY\OHQVRQ\RXGRKXQFKRYHU« the other [camera] is too bulky 
so I carry the compact. I have the wrong bag and when you are taking a picture on a hill or 
something you start sliding down it with the weight of all the lenses gets you off balance 
DQGWKLQJV« you feel very lop sided and when you get home you are aching from carrying 
it around. 
 
Mike R DOVRVDLGWKDW³Xsually [I am out for] a couple of hours, by that time you are 
either cold, or you have the picture WKDW\RXZDQW´ There is something absorbing 
about the physical nature of walking with the camera through an environment 
which can be dangerous. When discussing walking through underground 
environments, Andy S noted that ³Wime is really disorientating underground, it 
seems to go a lot faster, and distance seems longer, you would swear you have 
walked miles but then when you check on a map it¶s not as far as you thought´. 
Mike R is a keen outdoor photographer and often goes out at night to make 
pictures with coloured light (called light painting). Taking these kinds of pictures is 
incredibly physically demanding as it requires the photographers to swing a light 
source (sometimes aflame) around the head or the body. He explained that you 
use: 
  
Something non-flammable like a dog chain and on the end of it you put a little bit of bendy 
ZLUHZHXVHDZKLVNDQG WKHQRQ WKH LQVLGHRI WKDW \RXSXWVRPHZLUHZRRO« you put a 
lighter to it and then you swing it around it looks a lot more dangerous than it is, but last 
week a spark flew down my neck! 
 
This kind of photography not only takes planning but also skill and preparation, the 
physical nature of it drains the body of energy. Some of the photographers went to 
inhospitable places too, in search of Urban Exploration (UrbEx) opportunities. This 
research is not focusing on the UrbEx phenomenon (see Garrett 2010 for more in-
depth discussions) however it was an area that some of the photographers 
enjoyed and participated in. Edensor (quoted in Garrett, 2010:1451) summarises 
that urban explorers (who are not always necessarily photographers) µGRQ¶W« 
necessarily want to preserve places, I think they want to experience them.¶ 
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(GHQVRU¶VDFFRXQWis partly true of the photographers I spoke to about their travels 
into unseen and dangerous places. However it could also be argued that the act of 
photographing some of these derelict and abandoned buildings is a form of 
preservation in itself, so they are not forgotten once they are eventually pulled 
down. 
  
Although he does not view himself explicitly as an UrbEx photographer, Andy M 
DGPLWV WKDW WKHUH ³LVDFURVVRYHU´ZLWK WKRVHNLQGVRI LPDJHVDQGKLVRZQZRUN
Instead he views his pictures of abandoned spaces and buildings in Sunderland as 
a way to remember ³ZKDW LV WKHUH DQG ZH GRQ¶W DSSUHFLDWH DQG DOVR UHminding 
SHRSOHRIZKDWLVOHIW« it is important to preserve the buildings but not let them rot 
away to nothing´ Some of the participants that are interested in this kind of 
photography also spoke of the secrecy within the scene.  
 
Many UrbEx photographers do like to keep their discoveries to themselves but 
paradoxically will also put the images on Flickr. Others are more comfortable with 
being open about their locations, Chillie 63 said that ³>RWKHU8UE([photographers] 
ZLOOPDNHWKHLUSKRWRJUDSKVSXEOLFEXWZRQ¶WWHOO\RXKRZWKH\JDLQHGDFFHVVWRD
building or a tunnel´. Seamon (1979:49) describes how the body-subject thrives on 
URXWLQH DQG µEHFRPHV DWWDFKHG WR WKH PRYHPHQWV LW NQRZV.¶ +RZHYHU LQ VRPH
cases, some of the photographers in this study µOHDYHWKHWDNHQIRUJUDQWHGQHVVRI
SODFHRUVLWXDWLRQDQGH[WHQGWKHLUKRUL]RQVHOVHZKHUH¶LELGLQDELGIRUQew 
experiences with the camera. This means deliberately disrupting their safer 
rhythms and visiting other unknown places that brings both the experience of 
excitement and danger, but leads the body to being pushed and pulled into 
different and unusual places. 
  
Andy S describes that when discovering one place ³tKHZD\ LQZH IRXQGZDVQ¶W
obvious and LQYROYHG PXFKFOLPELQJDQGVTXHH]LQJ´. Rhona described how she 
would love to do more photography of neglected buildings, KRZHYHU ³I tend to 
head to the parks, I would love to do the derelict places at night but I would be too 
scared I think. I am not super ILW HLWKHU VR , GRQ¶WZDQW WRKDYH WR VWDUW FOLPELQJ
walls with my kit!´ 
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The photographer¶s body, especially at night is vulnerable to both the elements 
and the dangers of walking alone, which is perhaps one of the reasons I came 
across fewer women doing this sort of photography. Mike R told me: 
 
There is a place down Hartlepool, an old disused works and it is very much in decay, you 
can see it as soon as you look round. It is slowly being knocked down with a great big high 
chimney and great big settlemenWWDQNV«LWLVOLNHDUHDOO\VWUDQJHZRUOGEXW,ZRXOGQ¶WZDQW
WRJRGRZQWKHUHRQP\RZQWKRXJK«LWLVDELWLVRODWHGDQGDELWURXJKDVZHOO.  
 
Many of the urban locations in this research also had a beach or coast that the 
photographers visited, which gave another contrasting environmental experience 
to the relative calm of the urban street: 
  
If I am taking photographs in winter then you have to keep walking around, it just depends 
on the exposure really and the space as well, some places are dangerous. The piers are 
often broken and slippery: one time it was blowing a gale and it was a full moon so I had to 
crouch down and hold onto the tripod, VKRXOGQ¶WKDYHGRQHLWUHDOO\ 
(Andy M) 
 
I have been hit before with waves a few times with my camera and it has survived. It 
happened down on the pier and I was trying to get the perfect wave and one just came 
over and soaked us. Luckily my car was in the car park, I had to walk back drenched! 
(Chillie 63) 
 
Photographers not only dance with the camera and with one another but they put 
their bodies through extremes, pushing and squeezing into positions in order to 
discover hidden and secret places, going up to great heights or lying flat on the 
ground in order to get the optimum angle. They carry heavy equipment for miles, 
leaving them with aching limbs and sore necks and they are sometimes out in the 
dark, not only having to deal with the cold but experiencing the more insalubrious 
parts of night-time culture. In every aspect of photograph taking, the body is at the 
centre, dealing with all these different elements and it µLVRXUJHQHUDOPHGLXPIRU
OLYLQJ LQ WKH ZRUOG¶ 0HUOHDX-Ponty cited in Thrift, 1997:141). Seamon (1979:48) 
H[SODLQV WKDW µEHFDXVH RI WKH ERG\ VXEMHFW ZH FDQ PDQDJH URutine demands 
automatically and so gain freedom from our everyday spaces and environments.¶ 
  
Seamon is partially right here, in that the body-subject is performing routine 
movements whilst also doing photography, managing large and small movements 
at the same time. What I also want to argue here is that photographers wish to 
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become more enveloped and involved in their everyday environment, using a 
combination of body and camera to extract more from the everyday environment 
rather than simpO\³ULVLQJEH\RQG´LELG.) it. The last part of this chapter will move 
from the camera to the computer, addressing the alternative ways in which 
photographers use their bodies in relation to photography but without a camera.  
 
 
µ%HDWLQJWKHPHDW¶from camera to computer 
7KH WLWOHRI WKLVFKDSWHU LV WDNHQ IURP9LYLDQ6REFKDFN¶V ZULWLQJRQF\EHU
culture and LWVµGLVHPERG\LQJIDQWDVLHV¶LELG.:212). Later Sobchack explains how it 
is impossible to truly µEHDW WKH PHDW¶ In the early imaginations of science and 
cyber fiction writers, the ultimate fantasy was to leave the body behind and enter 
into an electronic world through the mind, where it can become entirely lost. In 
those stories the body is cumbersome and drags the mind down, but eventually it 
must be returned to, if only briefly before the next adventure can take place. 
  
Online places in these stories offered a sort of dualistic, techno Valhalla, where the 
mind is strong and, shed of its body, can roam free and be whatever it wants. 
Outside these literary settings, current users of virtual games and environments 
are invited by its creators to explore their built imaginary worlds, ultimately for 
commercial purposes. In adverts for the virtual world Second Life users are invited 
WR µIUHH\RXUPLQG« enter a world with infinite possibilities and live a life without 
ERXQGDULHVJXLGHGRQO\E\\RXULPDJLQDWLRQ¶10 Ultimately though, no matter where 
the Second Life user decides to go or be in their fantasies, their body remains in 
front of the computer screen in their first life, responding to the various physical 
aspects that computers demand from the body (see Galley and Martey, 2009, for 
more research into avatars on Second Life). When using the computer for long 
periods of time, the body begins to stiffen and soon the back and shoulders 
become sore, the eyes become tired and drawn from staring at the screen all day. 
Writing about early discussions on technology and embodiment, Thrift (1997:140) 
recognises that what is noticeable in early literature:  
                                                          
10
 Introduction to Second life available [online] at: http://secondlife.com/whatis (Accessed 14th 
November, 2011) 
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Is its lack of sensHRIHPERGLPHQW« in most cases, the human body appears but only as a 
VXUIDFHWREHUHDGIRUWKHVLJQVRIWKHHIIHFWVRIQHZHOHFWURQLFWHFKQRORJLHVDQGµWKHERG\
DVDQH[SHULHQWLDOILHOGGLVDSSHDUVIURPFRQVLGHUDWLRQ¶%XNDWPDQ Yet what is 
striking is the embodied nature of the new electronic technologies, the way in which they 
underline how being, means being in touch with the object world. 
 
Fifteen years after Thrift¶s discussion on embodiment and play11, there has been a 
recent rush of new innovations in computing to include touch in the context of user 
experience (UX) across different platforms such as smart phones, digital cameras, 
and personal MP3 players. It is particularly in video game technology that new 
formations of touch, play and the body are emerging where, far from being 
forgotten and left behind, the body is put at the centre of experience. Both the 
Nintendo Wii and the more recent Xbox console Kinect pledge WR µPDNH\RX WKH
FRQWUROOHU¶12. The latter uses skeletal tracking, voice recognition and motion 
sensors allowing players to use and move their body in unique ways for games as 
well as interact with other Xbox content, such as film (Shinkle, 2008). 
  
In a more everyday context, even if the body is not re-enacting a physical action, it 
still plays a vital role in the context of computing. For most participants, being on 
the computer was an integral part of their photographic practice aside from their 
interaction on Flickr. Before uploading their photographs onto their stream, most 
used some kind of post-production (PP) process to enhance their pictures. Paul B 
summarised that:  
 
7KH33LVDQHVVHQWLDODQGDOVRYHU\HQMR\DEOHSDUWRIWKHLPDJHFUHDWLRQ«SKRWRJUDSK\
LVQRWMXVWDERXWSUHVVLQJWKHVKXWWHUWKHSRVW-SURFHVVZRUNIORZLVDVLPSRUWDQWWRWKHILQDO
LPDJHDVLVWKHYLHZSRLQWVHOHFWLRQLQ-FDPHUDFRPSRVLWLRQSK\VLFDOFDPHUDVHWWLQJVHWF
$ PRUH ³W\SLFDO´ GD\ RI SKRWRJUDSK\ ZRXOG SUREDEO\ PHDQ , KDYH IRXU RU ILYH KRXUV
ZHDWKHUDQGLQVSLUDWLRQSHUPLWWLQJDQGWKHQVHYHUDOPRUH-RYHUDIHZGD\V-ZRUNLQJRQ
WKHLPDJHV 
 
Although during the browse and talk sessions I viewed participants when they 
were surfing Flickr, Mike also me took me through his PP routine where for him, 
³KDYLQJWKHLGHDFRPHVDOLYH´ 
                                                          
11
 In relation to earlier discussions surrounding dance, many of the bestselling games on these 
consoles are dance related, multi-player games where users dance to music with guided moves 
from the avatars on screen. 
12
 Xbox in their online promotional video also shows Kinect being used in a non-gaming 
environments and features scientists, schoolchildren and doctors using Kinect to learn to play 
instruments, assisting in operations and for physical rehabilitation for stroke victims see[online] 
http://www.xbox.com/en-GB/Kinect/Kinect-Effect (accessed 14th November, 2011) 
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PP is a time consuming and fiddly process and once the photographs were 
downloaded from his camera, Mike spent about an hour simply tweaking and 
adjusting the various balances before he was happy with the final photograph. 
Many photographers discussed the PP side to their photography and whilst some 
enjoyed it, others found it a chore or did not use it at all, preferring to do what they 
needed in camera. Andy M prefers to shoot with film, explaining that:  
 
,WFDQ¶WEHFRSLHG,VXSSRVHEXWLWLVDG\LQJDUWUHDOO\3HRSOHWDNHKXQGUHGVRISKRWRVDQG
then get it in Photoshop and get something satisfactory but LW¶V VDWLVI\LQJ WR NQRZ WKDW ,
KDYHQ¶WPHVVHGZLWKWKHFRORXUVRUFKDQJHGDQ\WKLQJthat it is what it is. 
 
He still uses a computer in his wider photographic practices, digitising his work to 
upload onto his photostream, as well as running a website dedicated to 
Sunderland and the surrounding area13. For most of the photographers, PP was 
an additional but important part of everyday practice, involving long, time 
consuming stints in front of the computer. Mike estimated that he only uses about 
10 per cent of his photographs for PP and then perhaps only 2 or 3 of those will 
eventually make it in onto Flickr. Similarly Darrel told me that out of 100 images, 
only 20 per cent will eventually make it to the PP VWDJHDQG³out of the 20 I will do 
the whole PP thing and then half [will go] onto Flickr« I will spend a bit of time 
with them, they are the oneVWKDWDUHPRUHOLNHO\WRJRXS´ 
 
The process of adding effects onto the pictures is slow, and can take a few hours 
or as much as a few days¶ HIIRUW. When Mike was working on the pictures, he 
concentrated intently on the screen and he constantly scrolled with the mouse 
wheel, his eyes following the screen up and down in a repetitive motion. 
Tomlinson (2007:108) describes WKH µKDELWXDO ZD\ RI DFFHVVLQJ DQG
communicaWLQJ YLD NH\ERDUGV DQG NH\SDGV« practices which obviously involve 
WKHERG\SDUWLFXODUO\WKHKDQGVDQGWKHVHQVHRIWRXFK¶. Sound also played a part 
and when our conversations became quiet, the only noise was the whirr of the 
hard drive and the repetitive clicking of the mouse. 
 
                                                          
13dŚĞǁĞďƐŝƚĞŝƐ ?a long term on-going project which aims to document the ever-changing industrial and 
historic landscape of Wearside ? ?KŶůŝŶĞ ?ǀĂŝůĂďůĞĂƚ ?www.this-is-sunderland.co.uk (Accessed 29th February 
2012) 
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When ZRUNLQJ ZLWK SKRWRJUDSKV RQ WKH FRPSXWHU 0LNH¶V FRQWURO RI WKH PRXVH
involved the hand and eye working in co-ordination in a similar way to the camera, 
making small micro-adjustments with the fingers while the head stayed still and 
focused; he hardly looked down at his hand on the mouse. When using the 
touchpad on their laptop, the other photographers only had to lightly caress their 
fingertip over the computer¶s surface in an even subtler movement. Both with the 
mouse and the touchpad, WKHLU DFWLRQ GLVSOD\HG D µFUHDWLYH SRZHU LQ WKH KDQGV¶
(Seamon, 1979:49) where the movements are seamless, learnt from spending 
hours fine-tuning their photographs.  
 
They knew their way around their own machines but when the photographers had 
to also use my laptop to access Flickr, it took them a while to familiarise 
themselves with its configuration and on a few occasions they became audibly 
frustrated with themselves for clicking on the wrong button. In this instance, µWKH
ERG\ VXEMHFW EHFRPHV DWWDFKHG WR WKH PRYHPHQWV LW NQRZV« and prefers that 
PRYHPHQWVDGKHUHWRWKHLUSDWWHUQVRIWKHSDVW¶Seamon, 1979:49). When these 
patterns are disturbed it takes a while for the body-subject to readjust, which was 
clearly the case here and I had to stop and explain to them where certain buttons 
were in relation to their own keyboards. 
  
The photographers spent as much time on their computers as they did with their 
cameras and when they were not processing their images (amongst other things) 
they were uploading photographs onto, or browsing the content, on Flickr. 
Although their actions were similar from before, the movement of the 
photographers at the computer changed as they interacted with the site. When 
watching Tom, Anthony and Mike on Flickr, their interactions were quick in order to 
get through the content faster and allow them to see as many photographs as 
possible. Tom regularly accesses Flickr via an application called Flickriver (FR) 
which strips the Flickr Explore pages down and just gives him the images (rather 
than the comments and group information).  
 
This pared-back view means that there is just page after page of images, he just 
keeps hitting the downward arrow key and the photographs automatically reload. 
This gives a seamless motion of movement between hand and screen and Tom 
162 
 
WHOOV PH ³)5 MXVW NHHSV JRLQJ DQG ZKHQ \RX JHW WR WKH ERWWRP RI WKH SDJH LW
reloads, I stop when I have to go somewhere... or when my vision just caQ¶WKROG
XS DQ\PRUH´ Later I ask Tom about feeling tired after a time on Flickr and he 
agreed that sometimes he gets fatigued from looking at so many pictures 
endlessly. The nature of the FR application means that Tom does not tend to 
linger and he later commented WKDW ³, GRQ¶W VLW DQG VWDUH DW LPDJHV´ $QWKRQ\¶V
movements and interaction on Flickr (without the use of )5ZHUHVLPLODUWR7RP¶V
$VKHZDVVFUROOLQJGRZQWKHFRQWHQWRQWKH([SORUHSDJHKHVDLG³it tends to be 
really quick when I am selecting iPDJHVZKHQ,DPORRNLQJDWLW« I am drawn to 
[an LPDJH@ VWUDLJKW DZD\´ and throughout the session he often commented that 
certain images would get his attention this way. 
 
These online movements and processes can be traced back to equivalent offline 
ones and whilst the photographer has become accustomed to carefully looking, 
they are also used to making snap decisions about what they like or do not want to 
take a photo of. When they like what they see with the camera, they press the 
shutter release: on Flickr they click on the picture. When with the camera they 
would briefly glance over the back of the camera to see the image, then quickly 
take position with their body again, ready for another shot. On Flickr they quickly 
browse through the photostream of the photographer, and if they like the 
photograph click the favourite button and move on to the next. 
 
This cross over between movements in an online/offline context is to be expected 
EHFDXVH WKH µERG\ VXEMHFW FDQ WUDQVIHU LWV PRYHPHQWV RYHU VLPLODU FRQWH[WV¶
(Seamon, 1979:50). Merleau-Ponty (cited in ibid.) insists that the behaviourist 
notion of the passive body and simple learned behaviour is problematic and 
instead writHV WKDW µOHDUQLQJ LV WKH HVWDEOLVKPHQW RI JHQHUDO DWWLWXGH ZLWK WKH
UHJDUG WR WKH VWUXFWXUH RU HVVHQFH RI WKH VLWXDWLRQ« our experience generates 
global attitudes.¶,QWKHFDVHRI$QWKRQ\¶VZRUGFKRLFHDERXWVHOHFWLQJWKHLPDJHV
he used WKHZRUG³GUDZQ´many times and he used similar language when out with 
the camera looking for subjects in the city to photograph.  
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This was also the case with both Tom, who scanned the pictures on Explore, and 
Richard, who scrolled through the pictures in his groups (although not through 
Explore), looking for images that interested them, clicking on the thumbnails and 
looking quickly over the content. 
  
In contrast, Chris does not often have the time to linger over Flickr (he does not 
access the site that much) and will instead find photographs tagged with specific 
content to direct his searches, rather than using Explore. He told PH WKDW ³, Dm 
going through a phase taking shadow SLFWXUHV´VRZLOOORRNfor other lo-fi and digital 
photos that have prominent shadows or shadow in the tag. Like the other 
photographers, Chris is also drawn to specific images that he likes and will then 
click through to the rest of that SKRWRJUDSKHU¶VFRQWHQWWRYLHZWKHir other images. I 
noticed that Chris had a more relaxed attitude when using the site, which is 
perhaps because out of all the photographers involved in the browsing sessions, 
he is on Flickr the least. 
 
However, I also think that &KULV¶ engagement with film photography and the types 
of cameras that he uses day-to-day has an impact on his style of browsing on 
Flickr. When working with toy cameras, there is a more serendipitous attitude to 
taking pictures, a kind of hit and hope strategy. In an earlier interview Chris told 
me that ³,WDNHDORWPRUHFDUHZLWKcomposition, with digital you just tend to snap 
and if you shoot it you think I can just take another one, with Lomo you are doing it 
EOLQG DOPRVW DQG , OLNH WKDW´ The nature of using film means that you must be 
patient and do the work in camera and it is inherently a slower style of 
photography.  
 
To be clear, it would be a gross over-simplification to simply say that those 
photographers who do digital rather than film are more likely to engage with Flickr 
and there are many prolific film photographers and groups on the site. Chris uses 
digital and film cameras and has his own photographic blog. He frequently posts 
both types of pictures into a Lo-fi group on Facebook, using digital technologies to 
circulate his work. It is not the case that photographers either use film or go digital, 
and many of the participants in this research used all sorts of cameras, from basic 
pinhole devices to the latest digital cameras on mobile phones, to take their 
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pictures. However, the way in which Chris moved when out using the camera was 
relaxed and slower and his online movements partially reflected this relaxed 
approach. Although this section was HQWLWOHGµEHDWLQJWKHPHDW¶LQHYHU\GD\life, the 
body is always at the centre of a photographer¶s world as they venture into the 
online realm. The central role the body takes in the offline context impacts on their 
interaction with the computer, either on Flickr or when working on their own 
images. The movements and approaches that they have with their camera are 
deeply connected to their interaction with the computer. When reviewing pictures 
of Barack Obama found on Flickr, Stallabrass (2009:201) writes:  
 
The brevity and simplicity of the comments appear to confirm the view that photography is 
usually looked at rapidly, gutted for some familiar narrative or message, and then 
abandoned ± perhaps for the next image. This is, surprisingly, also true of the photographic 
enthusiasts and political partisans who inhabit Flickr, though they do occasionally make 
technical comments or ask about the focal length of the lens used or how an image has 
been modified. 
 
Unsurprisingly, I disagree with Stallabrass and his haughty derision of Flickr, its 
content and users. The findings of this research reveal that instead of simply 
gutting and then abandoning images, Flickrites are transferring their movements 
and bodily routines from offline to online in a more complex way. The 
photographer in front of the computer is not passive, as Stallabrass suggests, they 
are actively using their body, combining their skills with movements and familiar 
gestures to engage with the content on the site. 
  
There is another deeper issue that Stallabrass insinuates: the images on Flickr are 
somehow an extension of 21st Century consumer culture. It is a place we can go to 
hungrily consume images then just as quickly disregard them, becoming a sort of 
giant image landfill site, full of hackneyed portraits or sunsets. This insinuation is 
one reason why this research has decided to turn away from simply reading and 
evaluating the photographs on Flickr, falling into the trap of making assumptions 
about the content (and therefore the users), missing the richness of interactions 
and movements on Flickr and the role it has in the lives of participants. This work 
will now move on to examine the role of routine and habit in everyday 
photographic practice in greater detail. 
  
 
 
 
 
 
 
Chapter 6 
 
Habits and Routines 
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Walking in circles: the role of habits and routines, in everyday photography  
 
If you came this way,  
Taking any route, starting from anywhere  
At any time or any season  
It would always be the same 
 
76(OLRWH[FHUSWIURPµ/LWWOH*LGGLQJ¶ 
 
If the photographic process stems from the body and fans outward into the world, 
it is through the habits and routines, both online and with the camera when offline, 
that enables this process to make an impact upon everyday life. The patterns and 
rhythms of movement that photographers made whilst out in the field were 
primarily circular and often when we walked together, we literally walked around. 
The circles were sometimes small, other times they were very large and we would 
walk for many miles in a circular tour, always ending up at where we began. Ingold 
(2007:98-100) discusses how the Walbiri Aborigines depict the stories of their 
ancestors as circular spiral drawings:  
 
What [the circle drawings] describe is not an external boundary within which life is 
contained but rather the current of life itself as it circles around a focus« emerging from 
the ground at the focal point, the ancestor walks around« describing an ever-widening 
VSLUDO XQWLO KH HYHQWXDOO\ KHDGV RII« for them life goes on around places as well as 
towards and away. 
 
Here, the circle represents both the journey made as well as a wider commentary 
on the patterns of movement and repetition found within everyday life. This 
involves moving around, ultimately returning to the beginning but essentially 
changed by the experience, HFKRLQJ (OLRW¶V VHQWLPHQWV LQ Little Gidding. The 
circular, repetitive movement of photography can also be found within the camera 
itself, in the turning of the lens and buttons to work the machine. Later within this 
chapter, the different movements that photographers took on our excursions 
together and in bigger groups will be discussed in more depth. 
  
In this research the words habit and routine are not used interchangeably and 
have nuanced differences. Habit is used when discussing the body because habit 
is formed through movement and is then performed instinctively through time, by 
the body.  
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Routines are the everyday series of processes brought about and imposed by the 
photographers on their everyday lives. So if the SKRWRJUDSKHU¶VXVHRIWKHFDPHUD
is learned through habit, their interactions on Flickr are informed through routine or 
as Seamon (1979:56) ZRXOG KDYH LW µWLPH-space routines join a wider pattern 
directed by body subject.¶This is a small but important difference, however they 
are by no means mutually exclusive categories, and routines are often borne from 
habits and vice versa.  
  
The previous chapter discussed the role of the different sensory elements within 
photography; however I purposely omitted vision from that category. Discussions 
relating to vision are instead included here as vision plays a vital role in the habit 
of looking and noticing. Noticing is so important in the context of this study there is 
a dedicated section to it, which additionally interconnects with discussions 
regarding online looking habits. Paterson (2009:781) notes WKDWµRbviously the non-
visual mode of routine wayfinding and navigation involves spatializing the non-
visual senses¶, so alongside vision, the repetitive motion of walking and navigation 
around city spaces will also be considered.  
 
In addition to these discussions, there is also an examination into the crossover 
between the habitual way in which photographers navigate and find their way 
around their city environment as well as when they are on Flickr. I agree with 
Wunderlich¶V(2008:130) statement WKDWµD sense of belonging and familiarity grows 
out of our habitual awareness and interaction with social time-space-routines of 
everyday urban places¶, so this chapter examines the habitual way that 
photographers dwell and move in the city. Continuing this theme, there will also be 
a consideration into the more reflective qualities to the habitual walking around the 
city. Solnit (cited in Vaughn, 2009:317) contemplates WKDW µWhe rhythm of walking 
generates a kind of rhythm of thinking, and the passage through a landscape 
HFKRHVRU VWLPXODWHV WKHSDVVDJH WKURXJKDVHULHVRI WKRXJKWV¶ and this section 
will also consider how this rhythm informs the everyday practice of participants in 
this research. In a more general way, although both media and technology play an 
important role in everyday routines, they often go unnoticed. 
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Scannell (cited in Seamon, 2006) believes µWKDWthe media become most significant 
and successful when they become an integral part of taken-for-granted daily life¶
(for further discussions on this idea see Scannell, 1992; Moores 2006, 2008). One 
of the main roles of phenomenological investigation is to uncover the deeper 
meaning found within the familiarity in the HYHU\GD\ OLIHZRUOG RU µWhe taken-for 
granted, the felt, unsaid, and sometimes the ineffable or tacit knowledge that 
HPHUJH WKURXJK HQFRXQWHUV ZLWK SHRSOH¶ (Paterson, 2009:779). The route to 
understanding such structures comes in part from examining the role of mass 
media within habits and routines.  
  
Adding to the broad phenomenological analysis of media use, this chapter focuses 
particularly on the work of Merleau-Ponty and Seamon, the latter a pioneer in his 
attitude toward the role of both movement and habit in establishing place within 
everyday life. The examples in Lifeworld µclearly demonstrate the significance that 
mHGLDRIFRPPXQLFDWLRQFDQKDYH« for place-PDNLQJLQGDLO\OLYLQJ¶0RRUHVand 
Metykova, 2010:177). These discussions build on earlier ideas, particularly 
considering 6HDPRQ¶V ZRUN regarding habitual movements in regard to 
photographer¶s offline actions, as well as widening its scope into the online world. 
To begin, discussions turn to the important habit of noticing which was prevalent 
both in this research and in Lifeworld.  
 
 
The habit of Noticing 
 
Who would watch empty streets? Such situations are neutral backdrops and normally do 
not capture the experiences attention. 
(Seamon, 1979:106) 
 
It is the body that understands in the acquisition of habit. 
 (Merleau-Ponty, 2002:167) 
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Figure 5a. 
Kertész The Daisy Bar, Montmartre, 1930 
Figure 5b. 
Kertész, West 134th Street, New York, 1944 
 
The photographs taken by Andre Kertész (Figures 5a and 5b) are both of empty 
streets but here the photographer appears to revel in the emptiness as an 
opportunity for contemplation. The mysterious and unseen details of everyday life 
are allowed to rise up to the surface and shake the viewer to attention: long 
shadows, pavement markings, iron railings and girders, open car doors. Writing 
later about the photographs of Kertész, Seamon (1990:32) reflects that:  
 
.HUWpV]¶VZRUNLVVLJQLILFDQWSKHQRPHQRORJLFDOO\EHFDXVHLWSUHVHQWVVHQVLWLYHSRUWUDLWVRIWKH
way that things and people belong or do not belong to the world in which they find 
themselves immersed. In one sense, Kertész's photographs are an implicit 
phenomenological record because they portray the fabric, style and tenor of the lifeworld the 
ordinary, tacit pattern and elements of life's everydayness, normally taken-for-granted but 
given direct scholarly attention in phenomenology.  
 
,W LVDVKDPHWKDW6HDPRQ¶VSULPDU\FRQFHUQKHUHLVWKHUHIOHFWLRQRQWKHLPDJH
as opposed to Kertész¶VZRUNLQJSUDFWLFHZKLFKZRXOGKDYHUHYHDOHGPXch about 
the photographer and his isolation and loneliness within the different cities that he 
lived in and walked around throughout his life.  
Martin Parr (2011)1 explains that: 
 
6HYHUDO RI .HUWpV]¶V 3DULV SKRWRJUDSKV UHYHDO WKDW RQH RI KLV HQGXULQJ motifs was a 
walking, isolated figure silhouetted on the street. If such pictures may have symbolized 
.HUWpV]¶VRZQLVRODWLRQLQWKHFXOWXUDOFDSLWDOZKHUHKHZDVQRWIOXHQWLQLWVQDWLYHWRQJXH
they were also meant to suggest a story in the act of unfolding visually. 
 
                                                          
1
 Artist biography found at: http://www.stephendaitergallery.com/dynamic/artist_bio.asp?ArtistID=6 
[online] Accessed 24th November 2011. 0DUWLQ3DUU¶VZRUNKDV WUDFHVRIDVLPLODU ORQHOLQHVVDQG
isolation and many of his themes meditate on the urban landscape and the people therein  
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I would also add to this statement: more importantly these images show the 
unfolding of movement and space within the urban environment and how 
photographers engage and reflect on these everyday surroundings. Nevertheless 
6HDPRQ¶V PDLQ ideas regarding Kertész¶V ZRUN are valuable to this research. 
Particularly the discussion regarding the photographer¶s µLPPHUVLRQ¶ in his 
everyday life world, and the possibility that Kertész¶V images are a meditation on 
WKHVXEMHFWVµSODFHLQWKHZRUOG¶Seamon, 1990:59). 
  
7R UHVSRQG WR 6HDPRQ¶V TXRWH DW WKH EHJLQQLQJ RI WKLV VHFWLRQ LW LV the 
photographer who is always watching whether the streets are empty or filled with 
people, if the buildings are in light or shade, whether it is warm or damp, cold or 
sunny, afternoon or night. As the hundreds of pedestrians walk along the same 
paths allowing the neutral backdrop of the cityscape to merge with their everyday 
activities, the photographer is always noticing. The focused inattentiveness of the 
urbanites is one part of their natural attitude, the noise, dirt and architecture form 
part of their everyday µHSLVWHPLFZDOOSDSHU¶7KULIWFLWHGLQ:LOlem, 2007; see also 
Bull, 2007). For the photographers however, the city offers an infinite number of 
sensual opportunities and they interact with its space in a complex and enhanced 
way. 
  
On Flickr, images of Sunderland and Newcastle have multiple yet striking 
identities. They can be dirty, gloomy and defaced, or be beautiful, industrial and 
dramatic - the pictures themselves are varied in texture, subject and viewpoint 
each peeking through the cracks of the city, showing its multifarious faces and 
inhabitants. The photographers that live in and around these sites of interest 
habitually revisit the city because it offers something new to them on each visit. 
Seamon (1979:108) discusses in some detail µQRWLFLQJ DQG KHLJKWHQHG FRQWDFW¶
ZKLFK LQ WKLV FDVHFRXOGEHVSHFLILFDOO\DSSOLHG WR WKHSKRWRJUDSKHU¶V LQWHUDFWLRQ
with their everyday environment. Seamon (ibid.) describes noticing as: 
 
A thing from which we were insulated a moment before flashes to our attention. Noticing is 
self-JURXQGHGRUZRUOGJURXQGHG«,QFRQJUXLW\VXUSULVHFRQWUDVWDQGDWWUDFWLYHQHVVRULWV
opposite unattractiveness) are all characteristics that activate world-grounded noticing. 
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In this instance photography is connected to a form of heightened noticing and 
photographers are often actively engaged in looking for noticeable scenes, people 
and places. One of the initial ways to investigate how photographers habitually 
notice things (where other urban inhabitants do not) was to ask what happens 
when they do not bring their cameras out with them. $QG\0H[SODLQHGWKDW³,DP
always thinking with phRWRVLQPLQGLW¶VNLQGRIDQREVHVVLRQ2QFH\RXVWDUWWDNLQJ
photographs at a regular level you start to see things through a camera even if you 
GRQ¶WKDYHRQH´. Lewis also stated: ³wKHQ,KDYHQ¶WJRWP\FDPHUD ,DPDOZD\V
looking around at stuff and I do think, I should have my camera, I FDQ¶WEHOLHYH,
GRQ¶WKDYHLW´ David also told me that: 
 
I was stuck in traffic and there was just a glimpse of the Sage building by the railway bridge 
and I just thought it is such a different view, I have driven down that road for about two 
years and never noticed it before... and it was a really good view, I need to go back and 
photograph it! 
 
These different examples all demonstrate that the camera does not always have to 
be at hand to instigate noticing and even when they are without one, 
photographers are frequently thinking and acting as if they have a camera with 
them. If they either forget to take their camera, or decide to leave it at home, there 
was a sense of both annoyance and frustration when they saw a good picture but 
could not capture it at that moment. Instead of the photographers¶ awareness 
µDGYDQFLQJDQGUHWUHDWLQJOLNHWKHDFWLRQVRIZDYHVRQVKRUH¶6HDPRQ
the effect of the camera is more permanent on their everyday interactions and 
movement with the environment. For Chris it can happen at any time: 
 
When my wife is dULYLQJDQG,DPORRNLQJRXWWKHZLQGRZVKHVD\Vµ\RXDUHORRNLQJDWZKDW
WRWDNHSLFWXUHVRI¶>,DVNLIKHFDUULHVKLVFDPHUDDURXQGDOOWKHWLPH@« Yeah, at least one! 
I have two with me today.  
 
Mike also told me that ³when I am going out in Sunderland, I go where I think I am 
JRLQJWRJHWJRRGSKRWRV« you see the world totally differenWO\« you are keeping 
DQH\HRXW´ The Understudy also explained that: 
 
I walk around, I carry the camera everywhere that is the best thing about digital, you can 
take the tools of your trade with you and yes, spotting things becomes an annoying habit 
when you are with other people. 
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The annoying part inferred to here is that when participants are out with others 
(who are not photographers) they often need to stop, get the body into position, 
work out the picture they want, take the picture (often trying different angles), 
review the picture and then constantly repeat this process until they are happy, by 
which time the companion has walked further on, or complained that they are 
bored. 
  
On one of the Lo-fi meet-ups in Newcastle, the group were taking different pictures 
of some of the bridges over the Tyne. Chris jokingly told us that because he spent 
two hours in New York taking pictures of the Brooklyn Bridge his wife is µEDQQLQJ
PHIURPEULGJHV¶when using his camera. There were other similar stories:  
 
My kids and my wife think I am mad, I will be having a cup of coffee and start staring at 
something and move my head a bit, because I will be interested by a shape, the way the 
light has hit something, or a reflection whatever. 
(Darrel) 
 
0\ZLIHVRUW-RIWROHUDWHVP\SKRWRJUDSK\EXWRQO\WRDSRLQW«VR,DOZD\VKDYHP\6(L
SKRQH FDPHUD ZLWK PH DQG RFFDVLRQDOO\ P\ * , VHH SOHQW\ RI RSSRUWXQLWLHV EXW FDQ
W
DOZD\V UHDFW WR WKHP ,I ,
P JRLQJ RXW WR WDNH SKRWRJUDSKV , FDUU\ SUHWW\-PXFK DOO RIP\
&DQRQ JHDU ,I ,
P VLPSO\ RXW , DP UDUHO\ ZLWKRXW P\ 6RQ\ (ULFVVRQ SKRQH-FDP ZKLFK ,
ERXJKW IRU LWVFDPHUDFDSDELOLWLHV UDWKHU WKDQ LWVSKRQHFDSDELOLWLHV ,DOVRKDYHD&DQRQ
*ZKLFKLVDQRWKHU³RXWZLWKRXWDFDPHUD´FDPHUDRSWLRQ 
3DXO% 
In these examples, photography and the habit of noticing encroached on everyday 
family life whether the individual had their camera with them or not, seeing 
different opportunities in the shapes and shadows, whilst at the same time turning 
and moving the body to get a better position LQ µDQ DXWRPDWLF XQfolding of 
movemenW¶ 6HDPRQ  ,Q 'DUUHO¶V FDVH WKLV QRWLFLQJ KDSSHQed in an 
unanticipated way, as although he was not expecting to find a picture in a coffee 
shop, something subtly changed in the light or movement that others may not have 
picked up on. He can react to changes with small micro-movements, the body 
LQVWLQFWLYHO\DGMXVWLQJDQG UHDFWLQJDQG µXQIROGLQJ LQVWDQWDQHRXVO\ LQRQHVPRRWK
IORZ¶ LELG.:109). Merleau-Ponty (cited in Carman, 2008:110-111) notes that 
µLQWHQWLRQDOLW\RISHUFHSWLRQGHSHQGVFUXFLDOO\RQWKHQRUPDWLYLW\RIERG\VFKHPD« 
we have a feel for the kinds of balance and posture that afford us a correct and 
proper view of the world.¶ In the case of the photographers in this study, this view 
is subtly different from the others that they are with.  
173 
 
3DXO %¶V FRPPHQW WKDW RQH RI KLV FDPHUDV LV KLV µRXW ZLWKRXW D FDPHUD¶ RSWLRQ
demonstrates that he sometimes is thinking in advance of where he is going and 
as he cannot always carry the required kit around is preparing for noticing in 
advance. When I was out with Paul B, at one point he brought out two large DSLR 
cameras and hung them around his neck laughing that it often gets him attention 
when he does this out on his own. In his earlier interview he told me that: 
 
,
GVD\,DPDOZD\VSKRWRJUDSKLFDOO\DZDUHRIP\VXUURXQGLQJVFDUU\LQJDFDPHUDRUQRW
,W
V UDUH WKDW ,DPQRWFDUU\LQJDFDPHUDRIVRPHVRUW LI ,ZDVZLWKRXWDFDPHUD ,ZRXOG
ZLVK,ZDVFDUU\LQJDFDPHUD 
 
:KDWGRHVLWPHDQWREHµSKRWRJUDSKLFDOO\DZDUH¶RIVXUURXQGLQJV",WGLIIHUVIURP
SKRWRJUDSKHU WR SKRWRJUDSKHU GHSHQGLQJ RQ WKHLU SUHIHUUHG VXEMHFW EXW ZKDW LV
LPSRUWDQW IRU HDFK RI WKHP LV KDELWXDOO\ DQG LQWHQWLRQDOO\ paying attention to the 
world around them. The end goal is to find an interesting picture within the 
overlooked details that are scattered around the everyday environment; 'RQQD
GHVFULEHV WKDW ³when I walk down the street there is texture, there is light and 
VKDGRZDQG\RXWKLQNµRKWKDWZRXOd be interesting if I zoom in oQLW´, Phil similarly 
explained that:  
 
If you are carrying a camera around with you, you are always looking for something to 
SKRWRJUDSK LW¶VDVWUDQJHVLWXDWLRQ\RXGRQ¶WFRQVFLRXVO\ ORRNIRUDSKRWRJUDSKEXWZKHQ
you are wandering along something will take your eye and you will look at it, move around, 
you look at it from different angles and all of a sudden you will see a photograph and you 
will say I like that, I want to take a picture of it. 
 
The accounts that Donna and Phil give are what Seamon (1979:109) would 
describe DV µWUDLQLQJ DQG LQWHUHVW SURYLG[ing] VRPH FRQWURO RI QRWLFLQJ« but 
different people notice different aspects of the same environment.¶  
 
Where one photographer sees something interesting, another will ignore it and 
look for something else. Interestingly the description Phil gives above also implies 
WKH QRWLFLQJ FDQQRW EH IRUFHG DQG 3DXO : WROG PH WKDW ³Vometimes [the NPW 
group] just wander - VRPHWLPHV\RXGRQ¶WKDYH\RXUSKRWRPRMRDERXWZLWK you! 
<RX FDQ JR RXW ZLWK WKH LQWHQWLRQ RI WDNLQJ SKRWRJUDSKV DQG LW MXVW GRHVQ¶W
happen´The common frustration of the photographer is that wandering can often 
be fruitless and nothing comes forth. 
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I would like to say a little more here with regard to emotion, noticing and 
SKRWRJUDSK\ LQ WKH FRQWH[W RI 6HDPRQ¶V ZRUN There is only one instance of 
photography specifically being mentioned in Lifeworld:  
 
Inner state is closely related to noticing. Positive moods enhance noticing. One group 
member, pleased with the photographs he had done, spent an entire afternoon taking more 
SLFWXUHVµ,ZDVQRWLFLQJPRUHWKDQ,XVXDOO\GR¶KHVDLGµDQGLWKDGVRPHWKLQJWRGRZLWKWKH
fact that the photographs had come out so well. 
(Seamon, 1979:109) 
 
When questioned about mood and emotion when taking the camera out with them, 
participants seemed hesitant to directly attribute one factor to their style of 
photography on a specific day. That is not to discount the role of emotion, as it 
clearly did have an impact on their photography in general, and their noticing in 
particular. 0LNHWROGPHWKDW³LI,DPLQDEDGPRRG,ZRQ¶WJRRXWDQGLf I am in a 
good mood, I will take more risks and go out´. This was also echoed by other 
photographers and both Chris and Andy M commented how negative emotion had 
an impact on their photograph taking:  
 
<HV,ILQGWKDWLI,DPQRWIHHOLQJZHOORULQDJRRGPRRGWKHQ,GRQ¶WWDNHSKRWRV,KDYHWR
be positive about stuff I am an upbeat person anyway but if I have a lot on my mind then I 
GRQ¶WWend to take as many photographs. 
 (Chris) 
 
I have to be in the mood for it. The summer is a bad time for me because of the light [he 
prefers night photography]. I might go somewhere and something might happen and it will 
put uVRIIDQG,ZLOOEH LQDEDGPRRGDQG,NQRZ,ZLOOQRWWDNHGHFHQWSKRWRVVR,ZRQ¶W
bother and just write it off but definitely have to be in the right frame of mind. 
(Andy M) 
 
Negative emotion clearly affects the bodily rhythms and processes of the 
photographer, though it is more difficult to articulate exactly why this may be. One 
possible reason is that once fully absorbed in the action of photographing, the 
mind and body become knotted. Soon, full concentration is given over to 
photography and the individual becomes entwined in the world, their habitual 
movements flow, in turn creating more noticing opportunities, leading to further 
absorption, and so on. In regard to habit, Seamon (1979:40) comments that 
µPRYHPHQWV RFFXU ZLWKRXW RU EHIRUH DQ\ FRQVFLRXV LQWHUYHQWLRQ¶ so if there is a 
negative feeling of frustration, this self-awareness somehow blocks this process 
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from working. Instead of flowLQJWKHERG\¶VUK\WKPVWXWWHUV as concentration is lost 
and noticing then becomes more difficult. Others responded in different ways 
when asked about emotion and their photography: Paul B and Anthony 
commenting that: 
 
,DPQRWDQ³HPRWLRQDO´SKRWRJUDSKHU7KDWVDLGLIWKLQJVORRNJRRG-RULI,WKLQNWKH\
OOORRN
JRRG-LQDSKRWRJUDSKWKHQ,HQMR\WDNLQJWKHSKRWRJUDSKDQGPDNLQJDQLPDJHIURPLW,
JXHVVWKDW
VDQHPRWLRQDOFRQQHFWLRQ 
3DXO% 
 
, IHHOEDG LI ,GRQ¶WJRDQG WDNHSKRWRJUDSKVDQG LW FDQDIIHFWP\PRRG LI ,JRRXWDQG ,
PLJKW VSHQGDOO GD\ WDNLQJSKRWRVDQG LW¶V WKH ODVWPLQXWHVDQG , JHW WKH unexpected 
VKRW,WKLQNSHRSOHWKLQNWKDWLW¶VGHDGHDV\EXWLWLVQ¶W. 
(Anthony) 
 
The notion that photography is easy is a common one and many (particularly when 
ORRNLQJDWPRUHUHDOLVWVW\OHVRISKRWRJUDSK\VD\µ,FRXOGGRWKDW¶2. Noticing could 
also then be viewed as a way of photographers consciously separating 
themselves as different from other, less dedicated photographers. David told me 
that ³, WU\ DQG QRWLFH WKLQJV RWKHU SHRSOH ZRXOGQ¶W´ which is a common trait 
amongst many photographers in this research 7KH µRWKHU SHRSOH¶ 'DYLG WDONHG
about here were not just those who took the occasional photograph with their 
mobile phone but also other keen amateur and professionals. 
 
The skill photographers most appreciate in others is not just the ability to capture a 
picturesque landscape or portrait, but to see something where others have not 
seen anything and create a photographic opportunity through noticing alone. 
'RQQD ODWHU WROG PH WKDW ³Whe thing on Flickr meets is that there is an unofficial 
competition to see who can get a shot that no one else gets. It is a challenge to 
get something different to ZKDWHYHU\RQHHOVHLVGRLQJ´ ,W LVKHUHWKDW%RXUGLHX¶V
ideas surrounding habitus3 can be utilised, building on the earlier discussions 
relating to Merleau-3RQW\¶VWKHRULHVVXUURXQGLQJWKHERG\VFKHPDDQGKDELW 
 
                                                          
2
 This also relates to earlier historical struggles for photography to be accepted as an art form 
within the academy (Marien, 2002). 
3
 %RXUGLHXXVHGSKRWRJUDSKVWROLQNKLVFRQFHSWRIµOLYHGH[SHULHQFH¶ZLWKLVVXHVRI aesthetics, 
taste and class (Van House, 2011:126). See Bourdieu (1984) for further discussions. 
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Ingold (2000:162) explains that:  
 
People acquire the specific dispositions and sensibilities that lead them to orient 
themselves in relation to their environment and to attend to its features in the particular 
ZD\VWKDWWKH\GR«WKHVHDGGXSWRZKDW%RXUGLHXFDOOVWKHhabitus. 
 
Carman (2008:219) GHVFULEHV KDELWXV DV D EOHQG RI µFRQGLWLRQHGQHVV DQG
VSRQWDQHLW\¶, an apt summary that applies to the photographers and the noticing 
phenomena too. As part of their skillset, photographers have become accustomed 
to looking in order to find interesting things to photograph, which has subsequently 
formed into a more solid, everyday habit. Anthony and Darrel both identified this 
link: 
 
I do go about and think, what would be a good image here? So I will look at a street like 
WKLV DQG DOWKRXJK LW¶V D ELJ open street, I will look around and look at the patterns of 
buildings, the repetition and what I will really look for is a person on the street because that 
is what I find interesWLQJ« you do look for an image. 
(Anthony) 
 
I like doing architecture not modern but more historical like castles and stuff like that. Like 
Grey Street [in Newcastle] before I got a camera, I never looked up so much but there is so 
PXFKKLGGHQGHWDLOWKDWSHRSOHDUHQ¶WUHDOO\DZDUHRIDURXQG1HZFDVWOHVR,TXLWHOLNHWKDW
,WZDVQ¶t until I got the camera that I started looking all over at anything, all sorts of different 
things. 
(Darrel) 
 
For Bourdieu (cited in Ingold, 2000:162), habitus lives in the type of noticings 
described by both participants, a spatial and body awareness, or:  
 
A way of walking, a tilt of the head, facial expressions, ways of sitting and of using 
LPSOHPHQWV¶ ± all of these, and more, comprise what it takes to be an accomplished 
practitioner and together they furnish a person with his or her bearings in the world. 
 
Re-enacting the traces of previous bodily movements, the photographer does not 
necessarily know what they are looking for until they find it, their world unfolds in 
IURQW RI WKHP DQG WKH\ UHDFW WR LW DV SDUW RI D ZLGHU µERGLO\ LQWHOOLJHQFH¶ (Ingold, 
2000:162) WKDWWKH\KDYHµEHFRPHDWWXQHGWR¶ibid.). In essence, µKDELWXVLVDOZD\V
LQDVWDWHRIEHFRPLQJDQGQHYHUVLPSO\EHLQJ¶/HH as Chris explains:  
 
My eyes are everywhere looking about I am an inquisitive sort if I am walking around a 
town. If you look above the shops and on the pavements there is stuff there. I went through 
D VSHOO RI WDNLQJ SLFWXUHV RI WKH FRUQHUV RI WKLQJV« especially when you are cross 
SURFHVVLQJ WKDW HQKDQFHV WKH FRORXUV RI WKLQJV , GRQ¶W SODQ LW WKRXJK , MXVW Farry [the 
camera] and see what happens. 
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Watching  
Thus far, I have highlighted the complexity of the photographer and their habit of 
noticing; however there is another facet to this strategy that is important in their 
engagement with the world, which is watching. Indeed Stewart (2007:35) notes 
that in modern life µZDWFKLQJ DQG ZDLWLQJ KDYH EHFRPH D VHQVRU\ KDELW.¶ When 
discussing listening, Ingold (2000:25) ZULWHVWKDWµSHUFHSWLRQLVJURXQGHGLQDQDFW
of attention. Like watching and feeling, listening is something that people GR¶. So is 
noticing of course, however it is through watching that photographers begin to 
notice, or to paraphrase Ingold (ibid.:265) LW LVZDWFKLQJ WKDW µWUDQVIRUPVSDVVLYH
ORRNLQJ LQWR DFWLYH QRWLFLQJ¶ which more widely connects to the earlier ideas of 
Merleau-Ponty, about vision as µDPRGH RI being¶ (ibid.). The participants in this 
study recognised that they enjoyed watching and it was a part of their general 
strategy when outside taking photographs. 
  
5LFKDUGDQG*DU\H[SODLQHGWKDW³I am a people watcher I was always interested in 
what was going on before [without the camera] though!´5LFKDUG³LW¶VJHWWLQJLQWR
[the subjects] head ± I have always been a people watcher, even when I go out 
and have a drink. It is a natural curiosity about the world in general´*DU\  
 
Anthony also expanded saying that: 
 
When thinking about it, it is quite voyeuristic I like people watching I could do that all day, 
watching people pass by. Sometimes you can tell a story with a photograph, you can 
FKRRVHWRVKRZWKHHQYLURQPHQWRUNQRFNLWRXWRIIRFXVDQGFKRRVHWRVKRZVRPHERG\« I 
just find it very, very interesting to look at a photo and think who is that person? 
 
Seamon (my emphasis, 1979:110) explains that µQRWLFLQJ LQYROYHV D GLUHFW
attentive meeting between person and world and therefore tends towards an 
experience of mergence than watching.¶ His work underlines the impact of habit 
within the everyday lifeworld whilst drawing attention to factors that structure these 
interactions. He also distinguishes watching from other forms of looking and 
GHVFULEHV LW DV µD VLWXDWLRQ LQ ZKLFK WKH SHUVRQ ORRNV RXW DWWHQWLYHO\ XSRQ VRPH
asSHFW RI WKH ZRUOG IRU DQ H[WHQGHG SHULRG RI WLPH¶ ibid.:105). In terms of this 
study, the photographers detailed how they were pathological in their watching, 
always on the lookout for their next photograph.  
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When I was out with Richard, he commented that he ³hangs around and waits´ so 
he can see where you get a good view of where people are. Later, when 
discussing his photostream photographs as well (see Plates 8 and 9), he noted 
that he often watched (from a distance) to get the photographs he wants. 
  
Seamon (ibid.:106) EHOLHYHV WKDW µZDWFKLQJ HVWDEOLVKHV DQ H[WHQGHG VSDQ RI
attention between person and place. To watch is to pay attention at length to the 
world at hand ± WRKDYHRQH¶VLQWHUHVWRFFXSLHGDVPXWually the world receives that 
LQWHUHVW¶5HSODFHWKHYHUEµZDWFKLQJ¶KHUHZLWKµSKRWRJUDSKLQJ¶DQGZHFDQEHJLQ
to get an idea of the kind of interactions and exchanges between photographer 
and the city. The process of watching also becomes involved in the spontaneous 
planning of a picture, an evolving process between body and vision, where the 
photographer makes sure that they move their body correctly, anticipating an 
upcoming shot. Tom, Lewis and Mike all similarly describe this process: 
 
In my case, taking pictures of the those quiet urban spaces are quite cool; it tends to be a 
lot of the pictures I like have only one person in them and the photographer is probably 
waiting on the person to get into the shot, if there is a crowd of people it dilutes it at least 
that is what I think. If there is a person in the frame then we can picture ourselves in there. 
(Tom) 
 
When you do have [your camera] you just kind of take things a lot slower, walk places 
sometimes or even try and look ahead and staQGRU,¶OOPRYHRYHUWKHUHVRWKHQWKDWPLJKW
be something interesting. You can let everything go over you or you can do this, 
sometimes you have to almost create a shot, make sure you get into a position if you can 
see something developing but then sometLPHV« I will walk past someone faster than I 
normally would and then FRPHEDFNVRWKH\GRQ¶WQRWLFH 
(Lewis) 
 
/DVWQLJKW,ZDVGRZQE\WKHVHDIURQWDQGWKHUHLVDF\FOHSDWK,GRQ¶WNQRZZK\EXWWKH
light was all hazy, and this guy had a stripy top on and because I was low down you could 
see straight down the cycle path and all the deviations and I thought, I like that! I could see 
the angle of the road and I did it again just on the way down here, but the path next to the 
river and I saw a cyclist coming down and I got ready for him. 
(Mike) 
 
In all these examples, the combination of routine watching and movement leads to 
noticing opportunities. It also points to the idea that noticing is not just a random 
act but something over which the photographer tries to exert some control.  
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Through watching, noticing can then be pre-empted, especially when the 
photographer repeatedly revisits a place they know so, to a certain degree, they 
FDQH[SHFWZKDWWRILQG³I used to work as a delivery driver all around the North 
East and I would see things and note them down. It is kind of just keeping your 
H\HVRSHQIRU LQWHUHVWLQJDUHDV´$QG\0 ,WFDQDOVREH unplanned, where they 
intentionally go somewhere they have never been before in order to find 
photographs. Rhona said that ³I have hopped on the metro before and got on and 
off in different places [she has never been], just taken pictures to see what is 
there´ Both approaches can be fruitful, as thanks to the ever changing light 
conditions (as many photographers reminded me) you can never take the same 
SKRWRJUDSK WZLFH ³7he great thing about carrying a compact is that the light will 
never be the same. You go back and try and recreate the shot but you are never 
going to get the same shot, the sky can change.´ (Donna) 
 
Watching is also important to photographers because it means they are always 
tuned in to the possibility of photographic opportunities, taking advantage when a 
chance presents itself. When discussing a picture that he liked on his photo 
stream (Plate 1), Tom said:  
 
I just like all the brick and stone, so many lines. Once I sharpened it, all the lines popped. 
That was just a handheld picture but because of the light. Honestly, there is really nice stuff 
everywhere you look all the time to me at least it is just a question of translating it into the 
camera. 
 
)RU WKH µDFFRPSOLVKHG SUDFWLWLRQHU¶ ,QJROG , the physical presence of 
the camera also assists noticing, the weight of the machine on body leading them 
LQDIDPLOLDUVHULHVRIKDELWXDOPRYHPHQWVDVµ\RXUSHUFHSWLRQRIREMHFWVLVDOUHDG\
VWUXFWXUHGE\\RXUERG\DQGLWVVHQVHRILWVRZQSRVVLELOLWLHV¶(Carman, 2008:106).  
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Noticing as presence 
 
Eventually, I have become aware about expressing myself: the more you take, the more 
you look! 
(Richard) 
 
Hahn (2007:163) writes that during her research into Japanese dance:  
 
I have seen many dancers proficiently execute the codified steps of a dance, yet 
VRPHWKLQJZDV ODFNLQJ« the passion and heightened performance was non-existent. On 
the other hand, I have watched dancers miss a few steps yet embody a wonderful sense of 
DUWLVWU\« I believe it is preVHQFH« presence is transmitted in the folds of the lessons, when 
dancers learn to orient themselves via the senses during lessons; when they learn to 
expand their awareness. 
 
In a similar way, I believe that noticing is the skill that separates photographers 
from others, who simply happen to carry cameras around with them on their 
PRELOHSKRQHV0XFKKDVEHHQZULWWHQDERXWKRZµZHDUHDOOSKRWRJUDSKHUVQRZ¶ 
(Badger and Parr, 2007) and on the face of it, one could not disagree, most of the 
population carry some kind of camera and use it to communicate to friends, share 
experiences on their photo streams or news feeds. To this end, photography has 
always been a medium accessible to everyone; however, there is a clear 
distinction to be made between a person who takes photographs occasionally with 
their camera at a special event, and the photographers in this research. 
  
As Hahn infers, it is not always necessarily to do with the quality of the images but 
instead the way that the photographers perform photography with their body, their 
commitment to movement and above all, the presence of noticing. Hahn 
(2007:163) JRHVRQWRVD\ µ,DPQRWFHUWDLQ LW LVSRVVLEOH WRGHILQLWLYHO\SURYLGHD
IRUPXODIRUWKHWUDQVPLVVLRQRISUHVHQFH¶DQGVLPLODUO\,DPQRWSUHFLVHO\VXUe how 
or when photographers begin to notice things, what (to use their words) draws 
them to one subject but not others, what leads them to shoot one moment and 
ignore another. The participants do not (and could not) take images of everything 
around them, yet understanding the complex process behind why they photograph 
what they do is still somewhat elusive to me. I do believe it is partly down to a 
complex interplay between habit and skill and through this, noticing is something 
awakened within the photographer. 
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Seamon (1979:106) reminds us that µDW WLPHVZDWFKLQJPD\EHPRUH LQWHQVHDV
WKH LQWHUHVW EHDXW\RUH[FLWHPHQWRI WKHVFHQHGUDZV WKHDWWHQWLRQDQGKROGV LW¶ 
KRZHYHUOLNH+DKQ¶VGDQFHULWLVDVNLOOWKDWFDQQRWEHWDXJKWDQGPXVWLQVWHDGEH
learned (transmitted) through practice. In a similar way, the photographers who 
routinely walk around their everyday environment are noticing but this is also 
tightly bound within their habitual camera use as well as within their routines in 
familiar space ± each part informs the other. This chapter will now turn to the 
habits of photographer in the urban environment where µSHRSOH¶VORYHRIZDWFKLQJ
activity and other people LV FRQVWDQWO\ HYLGHQW¶ (Jacobs cited in Seamon, 
1979:107). 
 
 
Carrying the camera  
 
Habit expresses our power of dilating our being-in-the-world, or changing our existence by 
appropriating fresh instruments. 
(Merleau-Ponty, 2002:166) 
 
The role of noticing was shown to be a prominent feature in the life of the 
photographer, however in order to notice things at all, they first needed to get out 
with their camera to begin looking and walking around in the city. This is not to say 
that all the participants in this research only took pictures of the urban environment 
but the majority of the pictures on their photo-streams, as well as the different 
meet-ups I attended, were all located in the city. The cities of Sunderland and 
Newcastle are relatively small compared to other larger metropolitan areas in the 
UK, so photographers in this study either focused on the places local to where 
they lived, or in the areas of city where they could get around most easily on foot.  
 
During many of our walk and talk expeditions, the participants took me to the 
places that they knew, with the exceptions of Rhona, where we visited a building 
that she had not been to before, and Tom, where toward the end of our walk, I 
showed him a few buildings in Newcastle that he had never seen before. Later 
still, we ended up in the Cathedral, where neither of us had been before.  
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In my journal I wrote that: 
 
:HKHDGGRZQ WR WKHTXD\VLGHDQGDOWKRXJK7RPUHPDUNHGHDUOLHU WKDWKHKDGQ¶WFRPH
down this way before, he now says that he has walked down the hill, or certainly this area 
before, so he recognises it through walking it again. He comments that doing a walk 
around like this with me and carrying a camera makes you take a separate way, than how 
you would normally. 
(Author fieldnotes, 07/06/11)  
 
Tom is relatively new to photography and he has been away from the city for a 
period of time, so he enjoyed the wandering aspect with the camera, revisiting 
some of the places he had not been to for a while. He told me that he had never 
been on a Flickr meet before but hoped to take part in a local one soon. What is 
interesting about his comments is in part the recognition of carrying the camera 
and how it guides the direction taken in and around the city. The habit of taking the 
camera when photographers go out guides their movement and noticing 
strategies. Nearly all the photographers I spoke to discussed carrying some kind of 
camera around as a naturalised and habitual practice. <DIID WROG PH WKDW ³Whe 
DSLR, I don¶W UDQGRPO\ FDUU\ WKDW EXW P\ PRELOH SKRQH LV DOZD\V RQ PH DW D
minimum´3DXO:also explained:  
 
I have this [compact] with me 70-80% of the time when I am out of the house. Even when I 
go to the pub, I always have it tucked away in my coat pocket; you never know what is 
JRLQJWRKDSSHQ$QGZKHQ,GLGP\DFRXSOHRI\HDUVDJR,OLWHUDOO\ZRXOGQ¶WOHDYHWKH
house without the Nikon, quite often I would pop out the corner shop for some milk or 
VRPHWKLQJ DQG WKLQN« ZKHUH¶V P\ FDPHUD" -XVW EHFDXVH , JRW so used to carrying it 
every day for a year. 
 
$QG\0DOVRVDLGWKDW³I do carry around my Olympus with me all the time, just in 
case any opportunities turn up. I am guilty of using the camera phone as well´ 
Photography is clearly D KDELW WKDW LV GLIILFXOW WR EUHDN DQG LQ 5LFKDUG¶V FDVH LW
started early on: 
 
When I was younger, I was stuck in the house, so I would always walk about with it and 
QRZLWLVMXVWKDELW« I carry my camera with me all the time I just always have it with me. If 
,GRQ¶WKDYHDEDJZLWKPH,IHHOOLNHVRPHWKLQJLVPLVVLQJ. 
 
In this instance it is not only the habit of carrying the camera but the weight of it 
that the body has become used to as well. Paul W explained that ³, WHQGWRWDNH
[the camera] with me, if I am going out shopping or whatever.  
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I keep a close eye on things that I think will be worth photographing, I will make a 
GHOLEHUDWHDWWHPSWWRJHWRYHUWKHUH´. Mike also said that:  
 
If I am going to Whitley Bay or something I will take it with me, but if I am just going to the 
VKRSV , ZRQ¶W WDNH LW. I use it as an excuse to go out for a walk. Which I think is pretty 
W\SLFDORIDORWRISHRSOH,W¶VDJRRGUHDVRQWRKDYHWKHPRELOHWRR,FDQFDSWXUHWKLQJVLI,
haveQ¶WEURXJKWWKHFDPHUDZLWKPH 
 
Chris similarly said ³[the Holga] is my favourite camera by a long, long way and I 
have had such good photographs from it, so you get useGWRFDUU\LQJ LWDURXQG´. 
Carrying the camera has become part of $QWKRQ\¶V daily routine too:  
 
I take [the camera] WRZRUNZLWKPHZKHQ,KDYHP\OXQFK,WDNHP\FDPHUDZLWKPH« I 
MXVWDEVROXWHO\ORYHLWLW¶VDFKDQFHWRGRVRPHWKLQJFUHDWLYHIRUPHSHUVRQDOO\DQG,TXLWH
like the immediate part of it. You can plan a photo or VRPHWLPHVLW¶VMXVWDTXLFNVQDSVKRW I 
OLNH WRGRFXPHQWHYHU\WKLQJ WKDW¶VSUREDEO\ZK\ WKHZRUN LVTXLWHYDULHGSHRSOHSODFHV
objects just anything that I find quite interesting.  
  
When photographers go out into the world, whether they decide to take pictures or 
not, they always tend to take their cameras with them. Here the camera becomes 
an extension of the body as well, an instrument that extends both the reach of 
vision and is incorporated into the wider body schema, allowing new insights into 
their locale. When discussing body and habit, Merleau-Ponty (2002:167) gives the 
example of the typist, explaining that:  
 
When the typist performs the necessary movements on the typewriter, these movements 
are governed by an intention but the intention does not posit the keys as objective 
locations. It is literally true that the subject who learns to type incorporates the key bank 
space, into their bodily space. 
 
The same can also be said here for the photographer, who through habit has 
learned to integrate the camera into their everyday space and routines, both by 
using and carrying their camera with them as they walk around. It is to these 
ambulant routines that this section will now turn.  
 
 
Walking in the city  
 
There is a lot of wandering... someone described photography as wandering with a 
purpose, it is the best way to describe it. 
(Lewis) 
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Earlier on in Chapter 2, there was a short discussion on the links between 
photography and walking, alongside the rise of the urban pedestrian, the Flâneur, 
and the invention of the camera and image culture within Victorian society. It 
seems appropriate here to briefly expand on some of the ideas related to walking 
as a practice. There has been a recent renaissance on research surrounding 
walking (Pink 2008a, 2008b; Vaughan, 2009; Vergunst, 2011) however thus far 
the links between walking, technology and media studies have been scarce. Urry 
(2007:88) notes that µwalking for pleasure is a distinctive and curious practice 
within modern societies, enabled by mundane technologies that afford different 
possibilities for moving in and through the physical social world.¶ 
 
The main form of portable technology that has accompanied these sojourns in the 
last 100 years has been the camera, which continues to be one of the most 
accessible forms of mass media technology and this status is not set to change 
thanks to the advent of digital, as well as the rise of mobile and smart phone 
technology. Current software also allows photographers to upload their work in 
real time onto their preferred social media network feed via their mobile phone, as 
well as commenting on and viewing the work of others, tracking movements with 
GPS and geotagging their images on online maps, all whilst on the move. The 
technology now facilitates an easy transfer between the digital places that 
SKRWRJUDSKHUVEURZVHZKLOVWµRQWKHJR¶DQGWKHUHDOORFDWLRQVWKDWWKH\YLVLWZLWK
many photographers in this study mixing mobile phone photography, with their 
digital and film cameras (however few uploaded straight onto their Flickr stream, 
preferring to process their pictures first). 
 
Walking in its many forms is entrenched within photographic practice but it is also 
of interest to the deeper philosophical discussions within this research. The work 
of Urry (2007), Ingold (2007, 2010), and Pink et al. (2010) is particularly useful 
here as they have all discussed the importance of walking surrounding issues 
such as the body, movement, mobility and urban engagement. Despite the famous 
Sierra CluEPRWWR µWDNHRQO\SKRWRJUDSKV, leave only footprints¶ WKHUHKDV been 
little research on walking and photography practices (Pink 2008b, 2011b are the 
notable exceptions).  
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Vaughn (2009:322) describes that µthe ZDONHUV¶ feet as they pass across the earth 
become an instrument that enables a path, a landscape and a place to become 
known¶. As photographers take to the street and begin seeking out its hidden 
parts, their instruments are their feet, the camera and their senses. To notice and 
photograph more, the best pace for photography is walking speed. 
  
Solnit (2001), Urry (2007) and Vaughn (2009) identify many different kinds of 
walking in both urban and country environments, all for different purposes. The 
ramblers meander through the rural idylls, whilst the commuter briskly sets the 
pace on the city pavement. For Solnit (2001:174) µurban walking seems in many 
ways more like primordial hunting and gathering than walking in the country¶ a 
similar thought to Sontag (1989) who believed photographers within the urban 
stalk, rather than walk. The type of walking taken up by photographers is a 
strategic, purposeful wander that does not necessarily stick to a chosen path and 
is guided by the attraction of the unusual and random, as well as the familiar. 
Sometimes photographers do decide to venture into the well-known tourist spots 
and here the pleasure is finding something unusual that others before them (or 
even the photographers themselves) may have walked past unheeded. Gary 
explained: 
 
Even when I am not going out to take pictures, I am still looking, I will notice all sorts and 
think was that there last time? It is like the little space invader tiles around Newcastle, I am 
WROGWKHUHDUHEXW,KDYHRQO\IRXQG\RXILQGWKLQJVRXWWKDW\RXGLGQ¶WNQRZEHIRUH It 
is only after walking around Newcastle that you find these things. 
 
Walking around gives the photographer a chance to explore the different elements 
of the city and embrace its hidden surprises, becoming absorbed in the dual 
actions of photograph taking and movement. , DVNHG $QG\ 0 ³GR \RX OLNH
ZDQGHULQJ"´ DQG KH UHSOLHG ³\eah, because you might find something totally 
unexpected.´ For photographers who are out with the intentional purpose of taking 
photographs their pace is much slower and methodical, sometimes the route they 
follow it is planned but more often than not it is spontaneous. Even although it is 
normally within a familiar place, their walk turns into more of a meander and 
frequently spins off in different directions and where the feet lead, the eyes follow, 
looking around, up at buildings, down on the pavement or at other urbanites.  
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Darrel told me that: 
 
I just wander aimlessly! I have an idea, like today [after our meeting] I thought I might go 
down to the river and get some reflection shots in the water but I get easily distracted and I 
might go off on a tangent and do something completely different! One of the main things is 
not knowing what you are going to see, what is going to grab your interest at the time. 
 
The walking that photographers do is dependent on their motivation: a purposeful 
wander takes the photographer around an unfamiliar, unpopulated area with which 
they want to familiarise themselves. A more leisurely stroll might best befit an area 
they know already and are more comfortable in. Both can turn the strange into the 
familiar and the ordinary into the mysterious, leading the photographer into 
abandoned and dangerous places too. Andy S takes most of his photographs at 
night, going underground in various tunnels and sewers in different cities. He 
explained: 
 
I never know if I will be able to get back to a place, either due to lack of time or because 
the accesses used may not be there in future, sometimes when exploring a drain we may 
walk the length of it so we know how long it is and what the best pictures are, then take the 
SKRWRVRQWKHZD\EDFN« to be honest most of the time is taken up with the photography, 
'my typical' underground experiences are 3-5 hours. 
 
The enjoyment here is not just finding the new aspects of the city to capture; it is 
the physical walking and the connection made between body, machine, movement 
and city or, as Seamon (1979:121) describes, µWKLVperception is a dynamic inner-
outer relationship ± it is the variegated and fluctuation bond of attention between 
person and world, body and environment.¶ Andy S said that:  
 
Recently when I visited under Sheffield, I did a mile to a mile and a half underground, then 
walked much of the way back to my car above ground, it was surreal seeing the streets 
above having just been below, although walking through the streets at night dripping wet in 
ZDGHUV LV SUREDEO\ VXUUHDO HQRXJK« walking underground in places you know above is 
strange, but yes, as I walk above and see the people who have no idea ZKDW¶VEHORZ,GR
get a smile.  
 
$OWKRXJK $QG\¶V XQGHUJURXQG exploration practices are more unusual, the time, 
distance and effort he puts in is common to the other photographers. Many 
photographers frequently walk many miles in familiar spaces and walking around 
the better known parts of the city allows photographers find places which remain 
unseen to others.  
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Solnit (2001:174) writes that the µurbanite is on the lookout for particulars, the 
opportunities, individuals, supplies and the changes are abrupt¶ and this applies to 
the photographer too, repeatedly noticing and capturing the changes either at a 
distance or close up through the lens. The next section will now look at this 
repetition in more detail and consider the recurrent themes and rhythms of the 
photographer walking in the city. 
 
 
The repetitive rhythms and themes of urban exploration  
 
The dancing spaces of the contemporary mobile worlds are populated by bodies whose 
PXQGDQHSHUIRUPDQFHVRQWKHµIORRU¶DUHRUFKHVWUDWHGE\DSRO\SKRQ\RIUK\WKPVHPHUJLQJ
from mobile objects, text messages, phone calls, images, other bodies in motion, and so 
on. 
(Haldrup, 2011:69) 
 
In discussions on strolling around the town of Diss, Pink (2008b:8) explains that 
the leaflet she was JLYHQ DERXW WKH WRZQ¶V KLVWRU\ µERWK EHFRPHV SDUW RI WKH
physical environment in which the walker is participating, and also directs the way 
in which one SDUWLFLSDWHV YLVXDOO\ LQ WKH HQYLURQPHQW¶ 7KLV is also true of the 
FDPHUDZKLFKEHFRPHVSDUWRIWKHSKRWRJUDSKHU¶V walking routines within the city, 
but can also direct the way that the photographer looks and interacts with the 
urban environment. 
  
One of the things I learnt when interviewing and walking with participants in the 
city and surrounding areas is that when they venture out, they often revisit the 
same places and areas. Paul B explained ³LI,MXVWZDQWWRJRRXWZLWKDFDPHUD,
OO
JHQHUDOO\ HQG XS LQ 6DOWEXUQ RU +DUWOHSRRO DV WKH\ DUH FORVH DQG , NQRZ WKH
RSSRUWXQLWLHVZKLFKPD\EHSUHVHQW´ Gary also told me ³,VHHPWRJRWRWKHVDPH
areas DJDLQLW¶VDERXWJHWWLQJWKHSKRWRJUDSKVWKDWRWKHUSHRSOHKDYHQ¶WJRWWU\LQJ
to get a different view´Other photographers also commented that they tended to 
do the same, as Richard explained ³, OLNH WR VKRZ*DWHVKHDGDQG WKHZD\ LW LV
FKDQJLQJ WKRXJKQRWQHFHVVDULO\ IRU WKHEHWWHU« I really like Jim Forsyth4 and I 
                                                          
4
 Jim Forsyth most famously photographed life in 1HZFDVWOH¶V:HVW(QGLQWKHVDQGV
documenting everyday life. Profile available [online]: 
http://www.amber-online.com/exhibitions/scotswood-road (Accessed 8th December, 2011) 
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always thought I would document Gateshead, I have probably taken the same 
photographs twice over the years´  Paul B also told me that ³VRPHWLPHV D
UHYLVLWHGORFDWLRQZLOOSURYLGHVRPHWKLQJQHZLQWHUPVRIVXEMHFWPDWWHUEXWDOPRVW
HYHU\WLPHLWZLOOEHOLWLQDGLIIHUHQWZD\´DQG$ODVWDLUFRPPHQWHGWKDWJURXSPHHW
XSV³generally end up at the quayside, we have been to the same places a lot of 
times, you do see lots of different things on different days´ Anthony noted that: 
 
I will specifically go out to an area and you get to know specific areas and specific vantage 
points that are better than others [and] at certain times of day, lend themselves to different 
NLQGVRISKRWRVVR\HDK,ZLOOVSHFLILFDOO\JRRXWWRDVSHFLILFORFDWLRQHYHQLI LW¶VQRW>IRU@
the location itself- it is just to be somewhere different. 
 
In these all of these examples, local knowledge about the location through 
repetitive visits impacts upon photograph taking. This knowledge both guides the 
SKRWRJUDSKHU¶V PRYHPHQW DQG WKH IDPLOLDULW\ with the city, meaning they notice 
changes or alterations to their locale. Anderson and Harrison (2010:7) explain that: 
 
Humans are envisioned in constant relations of modification and reciprocity with their 
environs, action being understood not as a one way street running from the actor to the 
DFWHGXSRQ« but as a relational phenomena incessantly looping back and regulating itself 
WKURXJKIHHGEDFNSKHQRPHQD« put simply all action is interaction. 
 
7KHSKRWRJUDSKHU¶VLQWHUDFWLRQZLWKWKHHQYLURQPHQWDOVRPRYHVLQDFLUFXODUORRS
with repeated visits to the same locations, gradually changing the nature of the 
interaction with the local place. Paul W told me:  
 
Particularly in the Ouseburn Valley, there is so much change going on. There is a lot of old 
stuff either being pulled down or redeveloped. It is amazing how quickly you forget what 
ZDVWKHUHVRPHWKLQJWKDWZDVSDUWRIWKHIXUQLWXUHWKDW\RXGRQ¶WHYHQQRWLFHLWDQGWKHQD
couple of years later it is gone and you think, what was there? Or they throw something 
new up and you try and picture what was there. 
 
The city environment is in a continuous state of change, so as the landscape alters 
so must the photographer alter their approach and the loop continues on, another 
sphere to add to the other circular motions of movement made with both feet and 
camera. In a less positive way, 0LNHDOVRDGGHG³\ou get sick of going to the same 
places, you need a change of scene. I take a lot of pictures in parks in the cities 
becausH WKDW LW ZKDW , KDYH DFFHVV WR´ 6RPH SKRWRJUDSKHUV H[SUHVVHG VLPLODU
feelings and whilst they enjoyed taking pictures in the city, they did also become 
tired of going to the same places and needed a change, sometimes only a small 
one, to stimulate their creativity. 
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Tom explained: 
 
I like getting out and about. See even the other day, I thought I will walk into town from 
where I am down the road where the RVI [a local hospital] is on the left and the park is on 
the right I normally walk down there, straight into town but when you have the camera you 
think, I should walk a different way. You think I have walked down this road before I am not 
going to see anything particularly different but if you go down the other street you might 
see something good! And I did, I saw these buildings that are new, well new to me, so 
WKDW¶V WKHWKLQJ, IHHO OLNH\RXVKRXOGEUHDN\RXUURXWLQHJHWDELWRIYDULHW\DQ\ZD\EXW LW
pays dividends with pictures. 
 
In this example, Tom has walked the same route to get into the city centre from his 
home many times but since having the camera he wants to actively explore these 
familiar places more and more. Seamon (1979:40) explains that µWKH KDELWXDO
QDWXUH RIPRYHPHQWDULVHV IURP WKHERG\¶ DQGDOWKRXJK LW LV 7RP¶V ERG\ WKDW LV
guiding his natural movement here, the presence of the camera triggers an 
alternative encounter which Seamon (ibid.:121) states µLVDEHWWHUGHVFULSWLRQ IRU
the ways we attentively meet the world.¶ These repetitive encounters are also 
important in creating a rhythm that allows photographers to both immerse 
themselves in their environment and start to notice how and where they go. Tom 
and I walked slowly around in a circular loop through the city: we met at 
Haymarket metro station, and then slowly ambled our way to the quayside, later 
returning to the city centre.  
 
My walk with Tom was relatively unplanned and his approach was enthusiastic as 
he told me how enjoyable it was just walking around with the camera. Although he 
was familiar with Newcastle he was looking at the city in a different way and 
certainly µWhere is a joy when the familiar yields up the unknown¶ (Solnit, 2001:174).  
In comparison, when I went out with The Understudy he had a very clear idea 
about where we were going and as we walked around Sunderland centre and 
beyond, he was my guide for the couple of hours we spent wandering the areas 
that he knew very well. The Understudy had printed out a number of images from 
his Flickr stream to show the pictures he had taken before on this route. When I 
asked how often he came down to this area, he said sometimes as often as four 
times per week and there was a quiet pride in the way he spoke about 
Sunderland, which I felt at times, was also tinged with disappointment as to what it 
had become.  
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These two sides were illustrated on our visit to one part of the quayside, just below 
the famous Wearmouth Bridge. When we walked along the waterside I noticed the 
giant iron tethers and metal rings which run the length of the bank, along with the 
remains of the giant wooden structures that were erected during the more 
prosperous shipbuilding days. Alongside them I also saw the masses of rubbish 
strewed around from fly tipping and the thousands of empty beer cans and broken 
glass at the side of the path.  
 
The dereliction and dirtiness of the city was a common theme among many of the 
photographers who, having walked around the city so much, noticed it more than 
others. Rhona told me that ³,WKLQNWKHUH LVEHDXty in these abandoned buildings, 
LW¶VMXVWDGLIIHUHQWNLQGRIEHDXW\´. Anthony and Andy M said that since using the 
camera: 
 
I do think I look at things differently and one thing I have noticed going out in the city with 
the camera LVMXVWKRZGLUW\LWLV,ZHQWWR1HZ<RUNDQGFRXOGQ¶WEHOLHYHKRZQHDWDQGWLG\
it was! I come to Newcastle sometimes and I think there is loads of rubbish and I never 
saw that before. Certain areas are not how I remember and things look different. There is 
something about a wide angle lens that makes something very dull, look quite interesting. 
(Anthony) 
  
,W LV DERXW VHHLQJ WKH EHDXWLIXO LQ WKH XJO\ UHDOO\ , VXSSRVH LW¶V DERXW ORRNLQJ FORVHU ,Q
some of the grotty areas you get nice wildflowers but peRSOHGRQ¶WQRWLFHWKDWWKH\MXVWZULWH
it off as derelict. In the old buildings as well there are some nice features; people should 
take the blinkers off - rethink your views! 
(Andy M) 
 
The features that both Anthony and particularly Andy M highlight here are typical 
of other photographers and through the combination of walking around, repeatedly 
visiting the same places and actively noticing their environment, they become 
somewhat protective of their locale and what others make of it. Richard spoke 
IRQGO\RI*DWHVKHDGDQDUHDDQGLWVSHRSOHWKDW³KHLVSURXGRI´,QVRPHZD\VKLV
style of photography is in part a reaction to the anger he feels at the gentrification 
of areas such as Gateshead. When discussing the demolition of the Gateshead 
Car Park and the photographs he took inside the building he told me:  
 
I used to go there all the time when I was younger so after they closed it off I wanted to get 
back in again, so I got in touch with Thompsons [the demolition company] and got in before 
they started the demolitions. I loved the building and what it represented, the modernity, 
the shape it was like a giant robot! 
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The photographs Richard took outside and inside the building were part of a 
strong connection and intimate knowledge with the car park that existed before he 
picked up the camera. His photographs of this place are informed by childhood 
routines, local encounters and habitual movement and therefore his pictures of it 
are infused ZLWKDQ LQVLGHU¶VSHUVSHFWLYH+H ODWHU WROGPH³I guess it is just stick 
with what you know UHDOO\ WKH FRQFUHWH DQG WKLQJV \RX FDQ¶W HVFDSH LW UHDOO\´
Most of the participants were from the areas that they photographed, so their 
approach to the landscape was based on local knowledge, further adding to the 
layers of knowing but also un-knowing ± KRSLQJ WR µVHH LW DJDLQ¶ WKURXJK WKH
camera. Most experiences were positive, with the exception of Rhona, who told 
me that ³,KDYHEHHQKHUH\HDUVWKHre are things I like about the North East 
EXW , IHHO PRUH OLNH D VRXWKHUQHU DQG GRQ¶W IHHO OLNH , ILW LQ KHUH´. Despite these 
feelings, Rhona still takes photographs of what she knows and what is familiar: her 
everyday surroundings.  
 
 
Getting to know the city 
The participants in this research know the city in many ways, both through their 
feet and their body. Pink (2008b:11) explains that: 
 
Analysis of the place-making processes of local visual representations, local visual 
SUDFWLFHV DQG WKH HWKQRJUDSKHU¶V RZQ visual practices can lead us to a way of 
understanding the multi-layered nature of how place is constituted and the conflicting but 
entangled perspectives from which places might be understood and experienced. 
 
The daily encounter with the city both informs and is informed by their 
photographic habits; the routes that they walk are familiar, yet they are always 
looking for something new. They nearly always have a camera on them 
(sometimes several) and are always prepared for photograph taking. Walking is a 
key factor not only in the mobility of the photographer but in their knowing of the 
city, adding to the layers of experience as µthe photographers leave us not with 
their walks as poets do, but the fruits of those walks¶ (Solnit, 2001:190). The 
photographers here demonstrate that their way of knowing and being in the world 
is down to their experiences while walking and connecting to it through and with 
their camera. 
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Lewis explained:  
 
,W¶VNLQGRI WU\LQJ WRJHW WKRVHPRPHQWVRIFORVHQHVVZLWK VRPHRQHZLWKLQDEXV\FLW\« I 
get quite annoyed by the way Newcastle is portrayed as a party city and people think that 
LW¶VQRWYHU\GLYHUVHEHFDXVHWKHFLW\FHQWUHLVQ¶W« old people and locals feel out of place 
and LW¶VWU\LQJWRVKRZWKHLUVLGH 
 
One would think that photographers would soon become bored with their habitual 
movements, returning to the same place repeatedly. Instead participants spoke of 
seeing this as an additional challenge, to see if they can find something that they 
have never seen before. When discussing the photographs of Kertész, Seamon 
(1990:32) states that µIrom a phenomenological point of view >.HUWpV]¶V
photographs] throw into question the usual way in which we know and experience 
our world, particularly in terms of formal, spatial, temporal and interpersonal 
H[SHULHQFHV¶ The way that photographers experience the city is altered thanks to 
both their routine interaction and movement with the camera.  
 
The routes taken by photographers differed from person to person but they always 
remained circular and most often they were familiar, sometimes only partially 
unknown. The photographers never took me to truly unfamiliar places on our 
explorations and we always ended up in places that they knew thanks to the city 
loops that we walked. However that is not to claim that photographers do not 
venture into unknown areas with their camera. Some told me of occasions when 
they had visited places they had only heard of (or seen pictured) online and had 
not gone in person before. When out with Rhona, we first went to a place she had 
discovered online, which she wanted to see and experience with her camera.  
 
The photographs she had looked at online had been posted on a local UrbEx 
forum of an old factory and office buildings down by the river. When we arrived 
there in person, the factory had been partially demolished but traces of it still 
remained, in the last remains of the building, the rubble underneath our feet and 
the photographs online. In this example, Rhona first came to know the building 
through her online interactions with the photographs, but as she navigated offline 
through the different rooms, she became even more familiar with the layout. When 
we got to the physical site, she could directly relate her orientation online to her 
wanderings with the camera around the abandoned building. The final part of this 
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chapter focuses on this idea in more detail, exploring the habits and routines of 
photographers on Flickr, examining how they find their way about this vast place 
and how it relates to their experiences on foot. First though, there will be a brief 
interlude. 
 
 
µ'HDU3KRWRJUDSK¶- Old practices, new routines 
 
While the digital revolution has made it possible to produce pictures in far greater numbers 
than before, what is most significant about these developments is the possibilities for mass 
dissemination, the more intensive integration into everyday life and the new options 
afforded for self-narration and self-representation through images. 
 
(Richter and Schadler, 2010:171) 
 
Before the next section details the online routines of participants, I wanted to 
briefly contextualise these ideas with a short discussion relating to the impact of 
the digital age on our routines with photographs as objects. Although I made clear 
in Chapter 1 that I would not focus on the image per se, it would be churlish to 
completely ignore the impact of new technologies and places like Flickr not just on 
practices with the camera, but also what we do with the photographs we take. 
,QGHHG µWhere still remains a desire for the material object to fulfil specific social 
IXQFWLRQV¶ Edwards, 2009:31). The everyday practices of digital photography are 
still very much connected to our pre-digital routines and we have more or less 
done the same things with personal photography for around 100 years. There is 
something interesting however about how swiftly the old analogue ways have 
become entangled with the new digital ones. 
 
 Although digital technologies can give the user flexibility as to where they can 
take photographs and improve the quality of photographs (such as image 
stabilisers and face recognition), in terms of practice the routines of analogue have 
been mostly transposed onto the digital age. For example, many people still only 
use the camera to take photographs on special occasions (family gatherings, 
weddings, concerts, parties). The difference that Richter and Sadler (2010) 
highlight, is that now we can take, store and share more photographs than before.  
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The name of this section is taken IURPWKHWLWOHRIDZHEVLWHDVNLQJXVHUVWRµWDNHD
picture of a picture from the paVWLQWKHSUHVHQW¶)LJXUHs 6a and 6b) 5. The pictures 
featured are mostly family photographs or pictures of the photographer as a child, 
re-photographed in the present day. The site also asks the photographer for a 
sentence to go along with the image that begins wLWKWKHZRUGVµ'HDU3KRWRJUDSK¶ 
 
 
 
Figure 6a 
Dear Photograph 
µ7KHUH¶VDUHDVRQZHKDGWR¶ 
Figure 6b 
Dear Photograph 
µ2KWREH\RXQJDJDLQ¶ 
 
Such is the memorial nature of the photography featured here that many 
comments are typically simple, poignant tributes to loved ones in the picture. It is 
not a surprise that Dear Photograph has been a huge success for its creator, the 
reflective and fun nature of the site plays with ideas about images, past and 
present, in a creative and simple way. However there is also a deep paradox in its 
popularity as it essentially relies on the paper photograph for its content to then 
digitally distribute the image to a wider online audience. The photographs that 
feature on the site have been created with the sole purpose of appearing on there 
and, somewhat ironically, will never be printed but they might be kept6.  
 
Today, the paper image still endures but photography is mostly seen on and 
through electronic screens. In the pre-digital era, printed photographs were 
collected together and labelled (Rose, 2004) in photograph albums while the rest 
                                                          
5
 Both images available [Online] at: www.dearphotograph.com (Accessed 12th December, 2011) 
6
 In a further twist when users upload the content onto the site they sign over the copyright over to 
the site owner and a coffee table book of these pictures is due to be published in May 2012.  
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of the photographs that did not make it into the final album were very often 
relegated unlabelled and without a care into a shoe box, seldom looked at but, 
crucially, never thrown away. Throwing away a photograph is difficult because of 
the sentimental associations we have to the physical object (as the website above 
demonstrates). Personal photographs are often viewed as precious objects, a 
SK\VLFDO µWKLQJ¶ WKDWFDQ WLHXV WR WKHSDVW VRPHWLPHVEH\Rnd our living memory 
(Barthes, 1982). Paper photographs are still cherished in wallets and on our walls, 
nonetheless it is also important to remember that they were (and still are) 
abandoned in boxes and books. 
 
Rubenstein and Sluis (2008:16) review the impact of WKH µQHWZRUNHG LPDJH¶ and 
give an excellent historical overview of the rapid shifts in digital photography in the 
last 20 years. Nevertheless, later on in the article, they note WKDWLWLVµUHPDUNDEOH« 
that new wave works on photography can do without the persistent questions 
about represeQWDWLRQ« KRZHYHU« it is worth remembering that the photograph 
WKDWRFFXSLHG WKHPLQGRI%DUWKHV LVDGLIIHUHQWREMHFW¶ (ibid.). I would take issue 
with the idea that the old paper photographs which µUXVWOHLQWKHDOEXP¶ibid.) are 
different (and presumably more authentic) to the modern photograph, taken on a 
mobile phone or digital camera and viewed online. 
  
Rubenstein and Sluis carry on by stating that µwhere Sekula interprets the 
significance of the strips of light and dark LQ6WLHJOLW]¶VILQHSULQW9DQHouse deals 
with an image that becomes illegiblHELQDU\GDWDDW WKHSUHVVRIDEXWWRQ¶ LELG.). 
This comparison is completely misguided as I believe that the difference in the two 
examples has less to do with materiality and more to do with issues of practice. 
Sekula is a critic with an interest in the art and beauty of photographs, particularly 
as captured on film. In comparison, Van House is interested in something 
completely different: popular, modern practices of photography with various digital 
technologies not the photographs themselves.  
 
Rubenstein and Sluis, like other academics writing about photography 
(Stallabrass, 2009) seem to fall into the trap here of stating that when photography 
is done digitally, it somehow is less important or authentic than the practices on 
paper. For the last 100 years, writers on photography have done nothing but 
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discuss representation and the image. I believe it is refreshing, rather than 
remarkable that new researchers are considering more relevant ideas relating to 
what users are actually doing with their photographs now, as photography 
EHFRPHVDµPRUHDOLYHLPPHGLDWHDQGWUDQVLWRU\SUDFWLFH¶0XUUD\ 
 
An example of the crossover between analogue and digital routines is the 
thousands of accumulated digital photographs on mobile phones, cameras, 
JDWKHUHGRQ&'¶VPHPRU\VWLFNVDQGhard drives that never get looked at. In other 
instances, copies are also uploaded to sites like Facebook, only helping to double 
this burgeoning collection. Typically, when photographs do get deleted it is inside 
the camera before they are uploaded and thus are never seen by anyone else; this 
practice is knowQ IRQGO\ DV µFKLPSLQJ¶ where the photographer (and often the 
person in the photograph) scan through the recent images taken and delete them 
as they see fit. 
 
Aside from the issues surrounding camera use, the rise and popularity of the 
camera phone has inexorably changed the way we treat photographs as objects. 
Although discussions in this research do not extend to camera phone use that is 
not to say that the photographers in this study do not use their mobile phones as 
cameras. Many definitely do7 and it is an area worthy of far more research as 
camera phones µVXSSRUWDdiverse range of activities ± functional and affective as 
well as individual and social activities. In other words, their use is much more 
complex and rich than any simple model of FDPHUD SKRQH XVH ZRXOG DVVXPH¶ 
(Kindberg et al., 2005:49).8  
 
It is clear that whatever camera is used µnew technology both replicates and 
extends prior social uses of perVRQDO SKRWRV¶ 9DQ +RXVH 5). With the 
popularity of digital SKRWRJUDSK\FDPHWKHULVHRIWKHµSUR-VXPHU¶WKe cheapening 
of cameras and computer technology.  
 
                                                          
7
 2Q)OLFNUWKHPRVWSRSXODUµFDPHUD¶ ( i.e. the one that people uploaded their pictures from onto 
the site) is the iPhone 4 [Online] Available at: www.flickr.com/cameras (Accessed 1st March 2012) 
8
 For a recent overview of camera phone use see Villi and Stocchetti, 2011 
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The expansion of broadband and wireless networks with advanced server capacity 
and supported platforms, led to the inevitable rise of places on the internet that 
supported the uploading, exchanging and storing of photographs online. These 
sites have now become a part of everyday life for the participants and it is to their 
routines within these places that this section will now return.  
 
 
Getting into the Flickr routine 
Taking photographs as routine practice has become fully integrated into everyday 
life for the participants. However Flickr is also a part of their overall photography 
and daily routines as well. Moores (2006) DVNV µLs it possible that people have a 
pre-reflective knowledge and practical consciousness of ± a basic contact with or 
attachment to ± media environments, from newspapers and television 
programmes to internet sites which are regularly at hand in day-to-GD\OLYHV"¶With 
regard to the Flickrites in this research, the answer is a resounding yes.  
 
It is difficult to get an accurate estimate of how long each individual spent on 
Flickr, as it was dependent on daily circumstances such as family and work 
patterns which changed daily. Often their use was directly tied to their photograph 
taking, so if they have been out with the camera they spent more time on the site, 
uploading content onto their photostream. 7RPWROGPHWKDWKHKDV³VDWIRUKRXUV
(a day) VFUROOLQJ WKURXJK LPDJHV´ ZKHUHDV The Understudy ³used to check it 
[Flickr] every day about two \HDUVDJREXWQRZ LW¶VRQFHDZHHN WZLFHDZHHN´. 
2WKHUV WROG PH WKDW ³I spend a lot of time on Flickr actually, certainly daily. 
*HQHUDOO\WKRXJK,GRQ¶Wpost stuff every day I will just see what other people have 
posted´ (Andy M) DQG³,WGHSHQGVRQZRUNFRPPLWPHQWVHYHQLI,FDQ¶WFRPPHQW,
will try and go on there for ten minutes - , OLNH WREHRQWKHUH ,W¶V MXVt looking at 
RWKHUSHRSOH¶VVWXII´(Donna). 
 
Paul W and Mike R both said: 
 
I am probably on [Flickr] most days not for a huge amount of time; I live on the internet, I 
work with websites, it is a constant distraction. Even if I am not posting photos, I might just 
check if someone has made a comment, have look at some of the groups I am in just 
generally keeping in touch.  
(Paul W) 
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I am [on Flickr] everyday, if the PC is on I have it running on the background, I usually have 
a look to see if anyone has uploaded anything new from my contacts and see what it is, 
maybe make a few comments I will look at what they have done. 
(Mike R) 
 
For other Flickrites, part of their morning routine is to log on to Flickr as well as 
other sites. Richard said that most days he would ³JHWXSLQWKHPRUQLQJKDve a 
coffee, read emails, go onto Facebook and check Flickr´ whilst Anthony logs on 
³DVVRRQDVKHJHWVXS´ checking Flickr, Facebook, his emails and his blog page. 
Gary is ³on every day, in the morning ± I¶P admin on 12 groups so I check them 
first, then I look at my contacts and then I will check during the day and then go on 
IRUDQKRXUDWQLJKW´7RPalso H[SODLQHGWKDW³,was finding that I was taking better 
SLFWXUHV« and people giving you feedback on something that I had put up, feeds 
into it, so now I am an addict of it! I check it every day, when I am at home´Darrel 
said: 
 
I check Flickr HYHU\GD\PRVWO\ZKHQ,DPVLWWLQJDWZRUNDQGDWKRPH,W¶VOLNHWKHRWKHU
social media thing you get into the habit of checking things every day, twitter, forums, 
Flickr. In the morning I will get a cup of coffee and check the different websites. 
 
Once Flickr KDV EHFRPH SDUW RI VRPHRQH¶V daily routine, they come to know 
certain parts and features of the site intimately. Each photographer had their own 
unique routine within Flickr however there were a few areas they had in common. 
The first was that most will initially go to their personal group pages and view the 
photographs that others have posted, checking if any comments have been left on 
WKHLUSKRWRJUDSKV3DXO%¶VURXWLQHLVTXLWHW\SLFDORIRWKHUVRQWKHVLWH 
 
,OLNHWREHRQGDLO\SUREDEO\IRUKDOIDQKRXURUVRJHQHUDOO\WRFKHFNRQIHHGEDFNWRP\
VKRWV KHOS PDLQWDLQ WKH 3HRSOH
V 5HSXEOLF RI 7HHVVLGH JURXS IRU ZKLFK , DP DQ
DGPLQLVWUDWRUOHDYHIHHGEDFNRQRWKHUSKRWRJUDSKVRUMXVWJHQHUDOO\ORRNIRULQVSLUDWLRQ 
 
Mike also explained that KLVXVHEHFDPHPRUH³like building up a chain of clicks 
finding favourite photographs through groups, seeing the rest of the contacts 
photographs, commenting, finGLQJWKHLUIDYRXULWHV´'DUUHODOVRQRWHGWKDW 
 
On Flickr, I would look at any feedback that has been posted. I look at the stats; I am 
LQWHUHVWHG LQ ZKDW LQWHUHVW¶V SHRSOH The good thing about Flickr is you can find the 
VRXUFHVRIZKDWWKH\KDYHVHDUFKHGWRILQGLW,GRQ¶WXVH([SORUH,ZLOOJRWKURXJKVRPHRI
the groups, any threads, any images that are there. Sometimes I will look at the bottom 
[where Flickr recommends a group] and click on the images there and have a look. 
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The feature that participants talked about frequently ZDV WKH µFRPPHQW¶ EXWWRQ
This allows anyone to type a comment about any picture they see on the site and 
the fact that anyone can leave feedback to the photographer could perhaps leave 
them open to abuse. However FlickrµVnetiquette is clear: say something positive 
or constructive, or do not comment at all. Many photographers spend much of their 
time either writing comments or reading them.  
 
Andy M explained ³Flickr is a very reciprocal environment people want comments 
back« it is just etiquette I suppose. I do comment on other peoples [work] but only 
LI,OLNHLW´3KLOVDLGWKDW 
 
Every now and again I will write a detailed comment on a photograph and the person 
FRPHVEDFNWR\RXDQGVD\VWKDQNV« ,KDYHDORWRIFRQWDFWVVR,GRQ¶WDOZD\VFRPPHQW,
GRQ¶WFRPPHQWIRUFRPPHQWVVDNH,MXVWZDQWWREHKHOSIXO. 
 
However the problem lies within the sheer amount of pictures that are on Flickr: to 
leave such detailed feedback on each and every photograph would be impossible. 
Instead, many users instead leave simple two or three word comments such as 
µQLFHVKRWRUµJUHDWFDSWXUH¶ZKLFKLQIXULDWHVPDQ\RIWKHSDUWLFLSDQWV7KHLUDWWLWXGH
toward the comment function ranges from the positive: ³,KDYHKDGDEDGGD\WXUQ
into a good day because you have someone you respect say something nice 
about your photos. Flickr gives \RX UHDVVXUDQFH DV D SKRWRJUDSKHU´ $QWKRQ\, 
tKURXJKWRWKHH[DVSHUDWHG³\ou get one or two FRPPHQWVOLNHµRKWKDW¶VQLFH¶DQG
these comments I cannot stand! I would rather have someone slag it off than 
VD\LQJµQLFHVKRW¶´*DU\5LFKDUGWROGPHWKDW 
 
,ZDQWSHRSOHWRFRPPHQWKRQHVWO\RQP\ZRUNDQGQRWMXVWVD\µQLFHVN\¶DQGWKLQJV\RX
do get some people that comment honestly but I think some people are scared. I try and be 
constructive in my comments. 
 
It is more often the case that when faced with huge amounts of content, users who 
do decide to comment on an image just want to let the photographer know that 
they appreciate their efforts, rather than wanting to make an incisive or particularly 
detailed comment. In his article on Flickr, Stallabrass (2009:200) discusses one 
LPDJH RI µD UHPDUNDEO\ FOLFKpG VXQVHW¶ UHPDUNLQJ that overall µWKH commentary 
produced is overwhelmingly of a one-line or even one-ZRUGµ:RZ¶FKDUDFWHUthat 
shows no debate RUGHYHORSPHQW¶ (ibid.). 
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In practice, the main function of the comment button is often to allow 
photographers to acknowledge that the image has been seen and enjoyed, leaving 
a trace of who they are and perhaps later the comment and views might be 
UHFLSURFDWHG $ODVWDLU WROG PH WKDW ³I like feedback and I am not bothered by 
comments. If you like it, IDYRXULWH LW ,XVH LWDVDERRNPDUN ,GRQ¶WPLQGSHRSOH
knowing that I like >DSKRWRJUDSK@IRUZKDWHYHUUDQGRPUHDVRQ´ Light (1999:128) 
explains how µany theory that attempts to overlay a simplistic, unidirectional 
interpretation on interaction online are likely to find a counterexample¶ VR LQ 
response to Stallabrass, for HYHU\ µFOLFKp¶ RQ Flickr, there are countless other 
surprising images waiting to be discovered. 
  
The other principle part of the Flickrites¶ routine involves different levels of 
interaction with the various group pages of which they are members. This can be a 
combination of different tasks from uploading content onto the group pages, to 
lurking around and just viewing photographs, to marking favourites or commenting 
on pictures. The sheer number and variety of groups mean there are too many to 
list here and it is difficult to even guesstimate how frequently each member 
interacts with each group. In general the more local the group is (such as PROT 
and NEEPG) to the photographer, the more likely it is that they will upload and 
interact with the pictures more frequently. This is partially due to a familiarity with 
many of the places featured alongside a personal connection to the photographers 
on the site, as many will have met in person during group meet-ups. 
 
When Mike was scrolling through one of the challenge9 groups in which he was a 
member, he commented to me that it tends to be ³WKH same old faces that you 
EXPS LQWR´ on the group pages as of the 4000 members of this particular group, 
only around 100 or so seem to regularly upload images for the competition. This is 
also the case for the offline meet-ups too and of the several I attended, it tended to 
be the same members that both organised and attended on a regular basis. 
 
                                                          
9
 These are groups where photographers upload content as part of a competition. The members 
vote on their favourite image and the photographer who wins often picks the theme of the next 
FRPSHWLWLRQ0HPEHUVKLSRIWKHVHJURXSVRIWHQUXQVLQWRWKH¶V 
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7RP FRPPHQWHG WKDW ³I have been joining a few groups that are µpick your 
favourite picture¶ from the person above you; although I hope that they do it 
EHFDXVH WKH\ OLNH P\ VWXII´. Here Tom is referring to the Flickr algorithm that 
weights interaction over skill or content, so the more photographers comment and 
upload, theoretically the more they are likely to appear on Explore, meaning there 
can be ulterior motives for photographers joining or interacting with groups. The 
JURXSSDJHVDUHDQLPSRUWDQWSDUWRIWKHSKRWRJUDSKHU¶VVRFLDOFlickr routine and it 
is often through the group pages (both local and global) that the photographer 
makes contact with others and becomes inspired.  
 
Tom told me that he joins WKHJURXSVWR³JHWWKHEDOOUROOLQJJHWWKHIHHGEDFNJHW
WKHDWWHQWLRQDQGWR ORRNDWVWDWV WRZKRKDVEHHQ ORRNLQJ >RQKLVSDJH@´6RPH
groups10 also encourage photographers to take images specifically for that group, 
setting daily or monthly challenges to theme their photographs around a specific 
subject. In these cases Flickr ³IXQFWLRQs as a YHUEPRWLYDWLQJ MXVWLI\LQJ´&RKHQ
2005:887) as much as it is a place where photographers engage with the content. 
Paul B commented to me WKDW WKH ORFDO JURXSV DUH FKDQJLQJ DQG QRZ ³admins 
spend their time deleting photographs of the family dog from the group pool 
EHFDXVHSHRSOHGRQ¶WUHDGWKHupload rules´ so time spent moderating the groups 
can also be a frustrating part of the Flickr routine.  
 
It was primarily through interaction with the group content that I could trace the 
circular nature of participants¶ routine movements around Flickr. I noticed that 
when clicking quickly on the photographs on his favourite group pages, Anthony 
continually kept going back, revisiting the group sites and looking at the images 
there. Similarly Tom went between his personal and group pages and the Explore 
page. When watching Richard on Flickr, after checking his personal homepage, he 
moved to his group pages to check if anyone had responded to a comment he had 
left. This section will now examine these movements and exploration strategies in 
more detail.  
 
                                                          
10
 0DQ\RIWKHSDUWLFLSDQWVZHUHPHPEHUVRIWKHJURXSµVWUHHWSKRWRJUDSK\QRZ¶WKDWJLYHVDTXRWH
or word to inspire daily uploads.  
202 
 
(QMR\LQJWKHµLQWR[LFDWLRQRIFXULRVLW\¶± Routine exploration and wayfinding 
on Flickr 
 
³Intoxication´FRPHVRYHU>WKH)ODQHXU@KHIHHOV³WKHPDJQHWLVPRIWKHQH[WVWUHHWFRUQHU´
DQGKHZDQWVWRVDWLVI\³WKHGHHSKXPDQQHHGIRUGD\GUHDPLQJ´ 
 
(Benjamin cited in Lindgren, 2007)  
 
 
Benjamin was especially interested in how, at particular points in history, the new tasks 
facing perception are solved slowly and gradually by the reconfiguration of practices  
 
(Thrift, 1997:125) 
 
The way images are sorted on Flickr depends on how the users tag their 
photographs, if they make the pictures public and into what group pools they put 
them. This form of folksonomy lends itself to a random ordering system which 
makes the exploration around Flickr less formal and more akin to a virtual form of 
wayfinding. Like the Flâneur that went before them, Flickrites are curious about 
what can be found through wandering around the site which is actually constructed 
to make it very easy to become lost or, more accurately, distracted within its 
environs. I am hesitant at first to use the word distraction here because of its 
negative connotations as a trivial pastime.  
 
To be distracted is to be drawn away from the important to instead concentrate on 
the inconsequential. So distraction is viewed here as a positive thing and an 
alternative way of engaging with the content on Flickr.  For Ingold (2000:220), 
SODFHV µH[LVW QRW LQ VSDFH EXW DV QRGHV LQ D PDWUL[ RI PRYHPHQW« ordinary 
wayfinding more closely resembles story telling than map-using.¶ Ingold has never 
written about movement in and around online environments, however his concept 
of wayfinding very much lends itself to places such as Flickr and how users get 
around or find their way in the space. Discussing navigation and dwelling in 
physical space, Ingold (ibid.:230) EHOLHYHV WKDW SHRSOH¶V µNQRZOHGJH RI WKH
environment undergoes continuous formation in the very course of their moving 
DERXW LQ LW¶ In changeable or transient places like Flickr, the knowledge of where 
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things are located, coupled with the unexpected images that can be found in the 
process of wandering about, mean that different paths are continuously forming.  
 
This research found two main ways in which photographers orientated themselves 
around the site. To continue the walking analogy, the initial stage of their 
interaction on Flickr was a purposeful walk from one place to another. When they 
first logged on they did tasks such as finding the photographs that they had 
commented on to see if others had responded, checking their own images and 
statistics or completing challenges. 0LNHGHVFULEHGWKLVDVWKH³DGPLQ´SDUWRIKLV
time spent on Flickr, the trivial and boring tasks that he saw as part of the process 
of being an engaged Flickrite. Once these chores had been completed, their 
engagement with the site changed and became more explorative. That is not to 
say that one always necessarily follows the other, there may be a break of hours in 
between sessions. 
 
It is important to also highlight that the exploration of Flickr was not always through 
the Explore page, some photographers did not use that part of the site at all. 
Instead, many of the photographers preferred to find their own way through, 
clicking on images they liked, typing in places they wanted to look at pictures of, or 
following a chain of pictures from a contacts page or a random photograph they 
came across while quickly scrolling through. Tom admitted to using the site for 
longer periods than the hourly browse and talk session that we did, and confessed 
to getting a form of image fatigue from looking at so many photographs on Flickr.  
 
The continuous quick movements of scrolling down the page I noticed with Tom 
happened with other users as well. During our session, Anthony refreshed the 
([SORUHSDJHDURXQGWLPHVTXLFNO\VFDQQLQJWKHSDJHDQGFOLFNLQJWKHµUHORDG¶
button. In this instance the hand, eye and computer were synchronised in 
continued repetitive movement and with both participants there was a definite form 
of concentrated distraction in their looking practices when exploring Flickr. They 
quickly became absorbed into looking at the images, only making micro-
movements with their eyes and their index finger just slightly twitching on the 
touchpad to move the cursor. 
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This distraction forms part of the complex interaction with the images and although 
they were not totally engaged in their content, they scanned the screen for an 
LPDJH WKDW WKH\ ZHUH ³GUDZQ WR´, in a similar fashion to the earlier noticing 
strategies. When they saw an image they were interested in, they would often go 
RQ WR H[SORUH WKDW SKRWRJUDSKHU¶V SDJH ORRNLQJ DW WKH UHVW RI WKHLU LPDJHV DQG
their favourites. In other instances when photographers were exploring Flickr, 
another repeated movement was that of continually going back and forth between 
different images, their personal page and groups. Sometimes they would open up 
multiple tabs to aid these movements and then begin to comment on, favourite, or 
add the chosen photographer as a contact by utilising different tabs. Tom used the 
favourite EXWWRQPXOWLSOHWLPHVVRKHFDQILQGKLVZD\EDFNWRWKHZRUNWKDW³FDXJKW
KLVH\H´LQWKHILUVWSODFH. He told me ³LWFDQJHWDOLWWOHOLNHWKDWILOP,QFHSWLRQ« just 
layers and layers of pages, WKDW¶VKRZ,HQGXSZLWKORDGVRIFlickr ZLQGRZVRSHQ´
In other instances, Flickrites would keep moving back and forth between pages 
directly.  
 
These repetitive movements were conspicuous throughout the entire browse and 
talk sessions and many of them commented on the number of tabs or windows 
they had open at one time and the amount of repeated clicking that continued to 
happen throughout the sessions. Ingold (2007:65) details the motions and 
movements of weaving, stating WKDWµWKHOLQHRQDVXUIDFHWKat is being woven from 
WKUHDGV« grows organically in one direction through the accumulation of 
WUDQVYHUVHEDFNDQG IRUWKPRYHPHQWV LQ WKHRWKHU¶ In a similar way, by moving 
continually back and forth the photographers are weaving their own threads and 
carving out individual paths, although in this case they are moving in all directions.  
Recalling the earlier description of Flickr as tapestry, it is these movements from 
which the tapestry is woven, individuals making small, repeated back and forth 
movements like a weaver at a loom. In this instance the Flickrite here is: 
 
2QH ZKR SDUWLFLSDWHV IURP ZLWKLQ WKH YHU\ SURFHVV RI WKH ZRUOG¶V FRQWLQXDO FRPLQJ LQWR
being and who, in laying a trail of life, contributes to its weave and texture. These lines are 
typically winding and irregular yet comprehensively entangled into a close knit tissue. 
(ibid.:81) 
 
205 
 
Like wandering in the city, when users begin to explore Flickr there is no set 
destination or final place they want to get to and the threads begin to weave into 
one another as they move around the pages, moving backwards and forwards 
through multiple pages. However, the pages that they navigate around are deeply 
familiar and they revisit the same places on Flickr in a similar way to their favourite 
urban places. Although walking online to an extent is unplanned, ultimately they 
are repeatedly exploring the same places (groups and certain features).  
 
In a similar vein, there are features on Flickr they never use or visit, just like 
certain GHVWLQDWLRQVLQWKHFLW\5LFKDUGHQMR\V³VFRXWLQJDERXW´RQFlickr however 
he is limited in the areas on Flickr that he explores and, similar to his offline 
exploration, he visits and revisits the areas with which he is most familiar. Flickrites 
have other ways of finding photographs that interest them even if they do not 
utilise the Explore page. During our session Richard typed Gateshead into the 
search bar to see what had been recently uploaded and tagged onto Flickr. He 
does this quite often in order to see if any photos of interest had been posted, but 
also as a way of keeping an eye on wKDWKHFDOOHG³KLVWHUULWRU\´ In fact, he said 
that when he is out and about with his camera in Gateshead and surrounding 
areas KH JHWV ³YHU\ WHUULWRULDO´ and is always looking out for other photographs 
posted on Flickr, although he chortles a little at how this sounds when he says it 
out loud. 
 
5LFKDUG¶V VW\OH RI VWUHHW SKRWRJUDSK\ LV PDLQO\ EDVHG DURXQG WKH DUHD RI
Gateshead that is currently being regenerated after a period of some neglect. 
5LFKDUG¶V WHUULWRULDO SRVLWLRQ VOLSV LQWR KLV Flickr photostream as his style of 
photography is combative and it does not shy away from the difficulties facing his 
familiar local places, such as poverty and dereliction. During our discussions about 
other users and groups, KHVFDQVWKURXJKWKHLPDJHVDQGVD\V³EULGJHVEULGJHV
bridges, the angel [of the North], why is ever\RQHVRVHGXFHGE\ODQGPDUNV"´7he 
rejection of such popular landmarks is visible on both his photostream and his 
Flickr home page, where his groups (both local and global) have an interest in 
both realism and urbanism in equal measure.  
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Some photographers do have a more distant relationship with Flickr, only using 
the site if they are uploading pictures. This meant large gaps in their usage which 
directly affected their connection with the site and emotionally they were less 
involved. Chris goes on to Flickr sporadically, which is always related to uploading 
images of his digitised film photographs onto the site. Once logged on, he finds he 
VWDUWV³VXUILQJDURXQG´ZKLFKLQFOXGHVORRNLQJIRUSLFWXUHVWKDWmatch his interests 
(film and Lo-fi photography). As he was wandering around his page and 
photographs, he commentHGWKDWKH³IRXQG)OLFNUGLIILFXOWWRQDYLJDWHDURXQG´DQG
was critical of its layout that, for him, ³ZDVQ¶WORJLFDO´ 
 
This negative feeling towards the layout of Flickr was a common theme among 
many participants, who did not like using different parts of the interface or thought 
that it could perhaps be better designed. When Chris was using Flickr, he felt that 
it ZDV³KDUGWRLQWHUDFW´ZLWKRWKHUVDQGKHVDLGWKDW³sometimes I feel like I am in a 
silo by myself´ Initially I was surprised by this comment ± how could you feel by 
yourself with so many others around? Then I contemplated about how frequently I 
made contact with others on Flickr and realised it was not very often. Despite 
having a few contacts, exploring local groups and using various other applications 
on the site, on Flickr you mostly wander alone. I do comment upon images, and 
also read the comment stream underneath each picture, but do not take part in 
group challenges as I do not take enough photographs. I lurk around a few local 
group pages and Flickr does keep me informed of any new uploads by people that 
I know, but ultimately I wander and inhabit Flickr by myself. The threads of the 
tapestry may overlap and become entangled however they are never connected to 
each other.  
 
Although Chris and I may be members of Flickr, as well as belonging to similar 
groups, we never actually meet on there but we are separate threads, part of the 
same tapestry. Ingold (2007:103) XQGHUVWDQGV WKDW LQ µWKLV PHVK RI LQWHUZRYHQ
lines ± there is no inside or outside only openings and ways through.¶ Flickr¶V
construction, its different environs, its various and infinite paths allows the users 
on there to find their own, unique way around the site. 
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Summary  
Flickr has changed the relationships that photographers have, not just with their 
urban environment, but their everyday movements within that space and their 
routine with the camera. ,QGHHGµGigital places are new leverage points for creating 
new experiences and relationships that will profoundly redefine our experiences of 
SK\VLFDOVSDFH¶+RUDQFLWHGLQ6HDPRQ. Thanks to the different and varied 
interactions on Flickr, photographers are noticing different things and people 
around the city, inviting other photographers to join them in the process. Flickr has 
additionally become part of the everyday routine for many people, and their habits 
with the camera are partially informed by the images they view on the site.  
 
There were many overlaps in photographers¶ online and offline wayfinding 
strategies and the way that photographers get around Flickr has parallels to their 
offline walking. In the city there were different kinds of walking, from explorative 
meander to a more purposeful walk. Online, there was fast paced scrolling and 
clicking, which was nuanced and direct allowing photographers to instantly pick 
out the photographs to which they were drawn. Once photographers had settled 
into a more relaxed browse, they clicked through a range of different groups and 
images. On Flickr, exploration was built from routine encounter whilst in their 
physical explorations of city spaces, participants did not tend to seek out the 
unknown parts of the city, revisiting the same territory, always alert to new 
opportunities brought about by having the camera in their hand. They were always 
interested in the world around them and even the smallest detail or change in 
shapes and shadows offered many different photographic possibilities.  
 
Anderson and Harrison (2010: H[SODLQ WKDW µPRVW RI WKH WLPH LQ RXU HYHU\GD\
lives, there is a huge amount that we do, a huge amount that we are involved in 
WKDWZHGRQ¶WWKLQNDERXWDQGWKDWZKHQDVNHGDERXWPD\VWUXJJOHWRH[SODLQ¶,Q
a similar vein, much of what is discussed in this chapter is second nature to the 
photographer, forming part of their walking, browsing and general everyday 
routines. Noticing, exploring, carrying the camera, moving around the city and 
navigating through and interacting with the many parts of Flickr powerfully 
combine to make an everyday practice, an extraordinary way of experiencing the 
world. 
  
 
 
 
 
 
 
Chapter 7 
 
Conclusion 
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Introduction 
 
 3HRSOHDUHQ¶WGRLQJDQ\WKLQJQHZ« they are doing old things in new ways. 
 
(Anderson and Tracey, 2002: 160) 
 
Perhaps it is surprising that this chapter begins with the conclusion that people 
µDUHQ¶WGRLQJDQ\WKLQJQHZ¶GHVSLWHWKHIDFWWKDW I have used and examined many 
different digital technologies such as cameras, computers and online sites. Some 
studies which researched photography have compared film and digital practices 
either with cameras (Shove et al., 2007) or camera phones (Villi and Stocchetti, 
2011). However all photographers, whether using digital or film cameras, must still 
go out and take photographs, using similar techniques and more often than not 
revisiting the same places as before. 
 
Various technological innovations have meant that photographers can take more 
pictures than before whilst doing the old routines in different places. Sites such as 
Flickr have become popular, not just through their innovation, but because they 
offer a place where photographers can exhibit and compare their work, and 
discuss their passion for photography ± something offered by photography clubs 
for the last 100 years. Where Flickr does differ from the other websites is that its 
complex construction assists its members to actively explore the images on the 
site, mirroring their curiosity and noticings with the camera offline. Flickr is 
relatively new but it allows photographers to transfer some of their old routines 
with the camera to their online experiences, making it a particularly unique place 
on the web. The findings of this research indicate that the photographers are doing 
what they have always done, but are doing so in new places. 
 
There were two primary aims at the beginning of this research. The first was to 
move discussions on photography away from the dominant representations and 
readings that mostly ignore the other interesting doings of the photographer in 
everyday life. Following on from this, the second aim was to explore the ways in 
which photographers engage with the world around them and how their practice 
impacts upon their everyday life, crossing into online places.  
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I constructed a conceptual framework in line with a move away from visual studies 
and photograph as text. Instead it borrowed from work in a diverse range of fields 
including human and urban geography, phenomenological philosophy and 
anthropology working alongside media and photography studies to build an 
alternative approach to photographic practice. 
  
As the title of this study makes clear, photographic practices are both diverse and 
wide-reaching and can be found in many different places and worlds, both online 
and offline. The relationship between the body and the machine is a complex 
process and the corporeal and sensual interaction between each part builds over 
time, forming a strong connection with the camera. Naturally, this connection 
impacts on the everyday routines of the practising photographer. Infused within 
these various routines was movement of the bodies in the urban and online 
landscape and of the images themselves as they carved their own paths on Flickr. 
This chapter summarises each of the main findings of this study. It also details 
different avenues for further research into this expanding and exciting area.  
 
 
Being a photographer changes the perspective of being-in-the-world  
Shove et al. (2007) previously outlined how everyday practices can be construed 
as complex performances. From this perspective the role of photography in the 
lives of research participants can be seen as partially constructed, as well as a 
natural, creative process. All the participants in this study took photography 
seriously and were aware that their attitude to photography set them apart from 
others who simply happen to carry a camera on their mobile phone (tying in with 
notions of performance). Taking photographs somehow altered their perspective 
on everyday life, although they all found it difficult to articulate exactly why this was 
the case. The more images they took, the more they became involved and 
interested with photograph taking and other associated areas such as post 
production and membership of sites like Flickr. Seamon (cited in Jiron, 2011: 36) 
ZULWHV WKDW µLt is impossible to ask whether person makes world or world makes 
person because both exist always together and can only be correctly interpreted in 
terms of the holistic relationship, being-in-world.¶ 
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Certainly being a photographer-in-the-world reveals an interesting paradox: 
distance facilitates noticing and the photographer needs to step back and become 
separated from everyday life in order to capture it, yet photography also brings 
them closer to their city and so they came to better know it through taking 
photographs 9DQ +RXVH  GLVFXVVHV WKH QRWLRQ RI µGLVWDQW FORVHQHVV¶ to 
describe the social relationships on Flickr and the phrase is also an apt description 
for the photographer and their relationship with the city.  
 
 
Movement is crucial to photography 
There are many old truisms that still circulate about photography, which can be 
found in most of the literature about images and image culture. The most enduring 
of these is that photography is about capturing a singular moment in time and is 
primarily about stillness. However to ignore the role of movement in photography 
would mean overlooking one of the most important everyday elements of the 
practice. In the context of the image, movement is often seen as the enemy of 
photography, leading to the unsightly smudging or blurring of a subject in camera. 
However in the context of practice, photography relies completely on movement 
whether making small micro-adjustments of the feet or hands when out with the 
camera, to large movements involving the whole body, such as walking.  
 
I agree with Pink (2011a) who believes that photograph taking and making is 
made through, and by, movement. Throughout this research, movement was a 
prominent feature and key theme throughout leading to discussions surrounding 
the movement of photographs on Flickr and user exploration of site: to know it 
better, users must move around and explore it. The participants themselves 
commented during interviews about the amount of walking and the unusual 
contortions they make with their bodies when doing photography. Movement is 
crucial in the doing of photography whether it is when photographers µWKURZWKHLU
ERGLHV LQWR WKHSHUIRUPDQFHRIPHDQLQJIXODFWLRQ¶ &DUPDQ8:111) or simply 
when walking for hours around the city with the camera. These different actions 
with the camera led to a routinisation of movement that played a crucial role in 
forming everyday habits with the camera.  
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Photography is more than visual: it uses all the senses and the body  
Tied to the discussions on movement is another core idea within this study: that to 
understand photography in greater depth, there needs to be a move away from 
only visuality and a move toward the µPulti-sensory and inter-sensory nature of 
SKRWRJUDSKV¶ (GZDUGV . The connections that photographers make 
whilst moving and walking involve the coming together of many distinctive 
elements, such as the senses and the camera, the body and the outside space. In 
the context of this study, photographers used all their senses when perceiving 
objects and within environments in order to successfully take a photograph. 
 
This sensory collaboration is further heightened through walking, as they observe 
things up close when moving at a slower pace. Whilst doing photography, the 
human senses co-operate when moving around on foot: the sounds of the city, 
machines, and pedestrians, or the tingling of the cold in feet and fingers when they 
are waiting and watching with the camera. These sensations and movements 
naturally come together when taking photographs, bringing to the fore motor 
intentionality, or the µnormal unity and integration of our bodily movement and our 
intuitive awareness of a given, stable environment¶ (Carman, 2008:117). The 
movements of photography and walking combine, allowing one action to 
successfully flow into another.  
 
 
A phenomenological framework offers a useful approach to photography 
practice 
It was clear from the beginning of this study that if there was to be a move away 
from the customary discussions regarding photography then an alternative 
approach was needed. Phenomenology was used because of its emphasis on 
lived experience as a way of knowing the world and a FDOOWRµUHWXUQWRWKHWKLQJV
WKHPVHOYHV¶ +XVVHUO FLWHG LQ &DUPDQ 8:14). In its broadest sense, 
phenomenological philosophy has been utilised to open up discussions relating to 
diverse areas such as hill walking (Lund, 2005; Vergunst, 2011), driving (Laurier et 
al., 2008) and film watching (Sobchack, 2008) however no similar study had been 
conducted relating to everyday photography practice. 
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There is much potential in this area and Radley (2010:279) KLJKOLJKWV µZhat 
pictures portray and what stories narrate are versions of our experience of the 
world, not constructions of the world that we experience.¶ Kozel (2007:vxi) 
summarises WKH SKHQRPHQRORJLFDO PHWKRG DV µa return to lived experience, a 
listening to the senses and insights that arrive obliquelyXQELGGHQ« in the midst 
RI OLIH¶ Phenomenology offers a way of exploring photography and its associated 
practices by considering the way it is actually done and experienced in an 
everyday context. 
 
I focused particularly on the philosophy of Merleau-Ponty whose writing on 
perception, habits and embodiment was particularly useful. Although he never 
wrote in detail on photography, utilising his work on impressionist painting allowed 
an interesting parallel to be drawn between the painter¶s body and that of the 
photographer. The body was important in the work of Merleau-Ponty and his 
writing on perception, the body and movement was used throughout this work to 
explain and consider the relationship between the senses, the body and the 
camera. There were also other instances when Merleau-3RQW\¶VZULWLQJ about the 
body was taken into unrelated areas, particularly his work on the Chaism. 
Regarding online and offline worlds and the crossover between them, there is a 
µchiasmic intertwining of the visible and the invisLEOH WKHYLHZHUDQG WKHYLHZHG¶ 
(Merleau-Ponty cited in Lalvani, 1996:21). Also important was the influence of 
Merleau-3RQW\¶V writing on other authors such as Ingold, Seamon and Thrift. This 
allowed discussions relating to phenomenology to be opened up within other 
diverse areas such as online wayfinding strategies, as well as the habits and 
routines of the photographer.  
 
 
Photography is a habit formed through routine practice  
Merleau-Ponty believed habit was D IRUPRI µePERGLHGDQGSUDFWLFDONQRZOHGJH¶ 
(Crossley, 2001:127) known through the body, which was certainly true in the 
context of the photographers in this study. The impact of always carrying the 
camera meant that their body became used to the weight of the machine, which 
signified that they were doing photography.  
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Most participants routinely carried a camera and some had more than one in the 
guise of a mobile phone or a compact camera, as well as a larger DSLR. Holding 
a camera altered routine body movements such as walking pace and when taking 
pictures, the photographer would slow down and look up at the buildings around 
them, or even stop completely to step back and watch the different sites unfolding 
in front of them and their camera. 
 
In the longer term, the habit of carrying the camera impacted on their everyday 
engagement with the world and every photographer spoke to me about seeing the 
world differently after using a camera. Part of this process was a form of 
heightened noticing where they would see the unusual within everyday life that 
others ignored or as SeDPRQ GHVFULEHV µD thing from which we were 
insulated a moment before, IODVKHV WR RXU DWWHQWLRQ¶ Even when the 
photographers had forgotten their camera, they still continued to notice things and 
vowed to later return to take a picture. 
 
6HDPRQ¶VZRUNUHODWLQJ WRQRWLFLQJZDVKXJHO\ LQIOXHQWLDO in this instance and his 
theme of noticing (unique to Lifeworld) has potential for further expansion, 
particularly in the context of photography. If the habit of noticing flourished offline, 
this alVR LPSDFWHG RQ WKHSKRWRJUDSKHU¶V PRYHPHQW DQG URXWLQHs on Flickr. The 
process of being drawn to an image on Flickr certainly had similar properties to 
offline noticing strategies. Here the photographer would rapidly click on a 
succession of images on Explore or in different groups to which they belonged, 
either marking the image as a favourite or quickly moving to the next one that 
attracted them.  
 
The movement of hands and fingers on the touchpad or mouse involved small 
micro-movements and adjustments similar to those that they made with the 
camera. This process would be repeated hundreds of times throughout one 
session of Flickr. Once they had interacted with the new content, they dropped the 
pace to a browse and clicked through different images on the site, akin to the habit 
to slowing down the walking pace offline. The photographers in this study were 
unaware of the movements they made either in front of a computer or with a 
camera because they had done them hundreds of times before.  
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+DKQ  SRQGHUV DERXW µinscriptions, not messages written and handed 
down but inscriptions folded into the body through experience.¶ These different 
actions are all part of doing photography and like all habits seem natural, an 
unfolding or flow of movement that stems from the body out into the world.  
 
 
Photographers know the city through walking around it, visiting primarily 
familiar areas  
One of the main ways I came to understand more about the practice of 
photography was to accompany the photographers as they walked around and it 
transpired that they had a natural affinity with the city. Ligget (2007:16) explains 
WKDW µthe urban encounter« iV EDVHG RQ DQ LQVWDQW FRQQHFWLRQ« in which the 
photographer, urban space and the camera are united.¶ Walking was a crucial 
element of doing photography and when out on the walk and talk sessions in 
Sunderland and Newcastle, the participants and I walked for many miles at a time. 
Earlier discussions in the literature review highlighted the enduring presence of the 
Flâneur as a way of interpreting how urbanites interact with and know their city 
and certainly there are some similarities with photography and Flânerie. The 
routes taken by the photographer were not random and were both planned and 
familiar. Many of the participants commented that there were areas that they 
revisited frequently with the camera, places that held their interest enough for 
them to return. Walking around a given area is an important part of being a 
photographer and gives them a closer bond to different places in the city.  
 
Habit and routine play an important part in everyday urban life. The city is marked 
by well-trodden paths, routes that are established and repeated on a daily basis by 
urbanites that walk back and forth along the same lines each day. Although the 
photographers have their own familiar routes and places that they visit, their 
wayfinding strategy changes when carrying a camera and often they will deviate 
from their normal route to find hidden details as part of a wider noticing strategy. 
Walking is also a key part of the Flickr meet-ups where members gather together 
to collectively walk around.  
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That being said, once the photographers have agreed on the area that they will 
visit, they break off from the group and walk around on their own. Most often the 
meet-ups are located in city centre locations or places that are easy to get to and 
so many are familiar with the places before they attend. This is partly one reason 
that the meet-ups do not tend to appeal to everyone: for some photography is 
better as a private pursuit and walking around alone is more comfortable than 
sharing your familiar places with others. Ultimately µthere is a subtle state that 
most dedicated urban walkers know, a sort of basking in solitude¶ (Solnit, 
2001:186). Crucially walking is another way of moving discussions about 
photography away from the visual. Pink (2008a:180) explains that µthere is in fact a 
case for re-thinking both Flânerie and urban ethnography as a multi-sensorial form 
of engagement, rather than simply in terms of vision.¶  
 
 
An alternative perspective is needed for further research online  
If one of the more straightforward aims of this study was to move photography 
away from an overtly visual focus, it additionally wanted to develop new ideas and 
approaches relating to computing, specifically ideas about online places such as 
Flickr, how users move around and get to know them intimately. Research on how 
users find their way around online or certainly around particular sites is scarce. 
Work on online environments is overwhelmingly from an HCI perspective which 
mostly speaks in the language of programming and computing, with one exception 
in the writing of Van House (2007, 2011).  
 
Whilst research within HCI has generated interesting results, there have been no 
theoretical or more abstract discussions about Flickr¶V construction or its users 
from other perspectives; certainly there are no other similar studies to which the 
findings of this study can be compared. For this reason, other more alternative 
perspectives were utilised that would not necessarily be associated with online 
research, in particular, the work of Ingold and his ideas relating to wayfinding and 
later, the meshwork.  
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Writing about dwelling and perception, Ingold (2000:229-230) proposes that 
µNQRZOHGJH LV FXOWLYDWHG DORQJ SDWKV« DQG WKDW SHRSOH¶V NQRZOHGJH RI WKH
environment undergoes continuous formation is the very course of them moving 
about in it.¶ When considering movement in virtual places, ,QJROG¶Vvocabulary is 
useful because it fits the inherent non-linear structure of online places such as 
Flickr.  
 
Flickr continuously mutates and grows as users interact and connect, generating 
millions of multiple paths through their daily movements. For this reason, even if 
the user is familiar with Flickr there is always the possibility of finding new areas 
and connections if they wish to follow WKHP,Q,QJROG¶VWHUPV, it is a place where 
users µknow as they go¶ (ibid.). Leading on from his work on orientation and 
movement are ideas relating to the meshwork where Ingold (2008) believes that 
the dominance of networks (where the emphasis is put on the connections 
between people and things) is flawed. Instead he insists our entanglement and 
habitation along the trails of everyday life is messier than simple straight 
connecting lines and is more akin to a knotted meshwork of lines. The word 
network has become embedded within sciences and computing, its everyday use 
has become popularised by a variety of websites all generally described as social 
networks.  
 
Elaborating on ,QJROG¶Vnotion of the meshwork I have put forward the idea that 
Flickr IXQFWLRQVPRUHOLNHDWDSHVWU\DFRPSOH[µEXQGOHRIOLQHVDQGJURZWK¶LELG.: 
1807) woven from different threads of movement from the ever growing paths 
between the images on the site. Crucially, members on Flickr are not all simply 
connected together point-to-point through their membership (most are not linked at 
all) and their images can move around on separate paths, carving out their own 
way on Flickr.  
 
What must be stressed here is that GHVSLWHWKHXVHIXOQHVVRI,QJROG¶VFRQFHSWXDO
vocabulary in reconsidering movement in online spaces such as Flickr (and for 
that matter, the city) I am not convinced that he would necessarily approve of his 
work being adapted in this way.  
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His general pessimism towards, and assumptions about, modernity, new 
technology and its inclusion and use in everyday life is not only frustrating, but 
leads me to believe that he would take issue with the parallels I have drawn 
throughout this work between offline wayfinding on foot and online wayfinding 
through the fingers via a touchpad or mouse. 
 
 
Flickr encourages exploration 
Despite ,QJROG¶Vposition on modern life and technology, his ideas are interesting 
and offer a starting point when considering movement, habitation and getting 
around within online places. This study has demonstrated that Flickr is a place 
where movement and interaction play a key role, however there were other 
elements that made it different from other sites specialising in photography. 
 
Flickr has pioneered many different features since its inception such as allowing 
members to label their own work via folksonomy and visualising these trends 
through tag clouds. Photographers can leave comments underneath the 
photographs which lends an additional µYHUEDOWH[WXDOLW\¶3DOPHU to the 
images posted. Flickr allows any user to comment on any public photograph on 
the site and so the size and detail of comments varies depending on the 
photographer and the image taken. Unlike other sites such as Photobucket, the 
comment stream is only linked to Flickr (and not to other sites like Facebook) and 
these comments are also separate to the group to which the image has been 
added. 
 
The emphasis throughout Flickr is on connecting and sharing work with others, 
alongside exploring the rest of )OLFNU¶V content and its construction has been 
cleverly engineered to further engage photographers by mimicking the processes 
of doing photography offline. On Flickr visitors and members alike are encouraged 
to explore all content, in the same way that they would explore offline places with 
their camera. Due to the way photographs are labelled and sorted, the process is 
mainly random and there is every chance of finding a photograph in one search, 
then never coming across it again.  
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This uncovering of content is more akin to when photographers notice things or 
places in the city, and depending on what they find, this uncovering can lead them 
in different directions. 
 
This exploration does come with an important qualification: there are numerous 
ways to search for photographs on the site, going via different tags, favourites, 
groups, geo-tags and maps or via the content pre-selected by Flickr on pages 
such as Explore, the clock or the calendar. Each user has their own preference 
and routine as to where they go on Flickr and once it has become established they 
will stick to the same paths. In this sense their exploration of the site is limited to 
the places which they decide to go. Just like when the photographers walk around 
the city, their wandering around Flickr is selective and they go to the places that 
they know. However when users do begin to explore their chosen areas of Flickr, 
there is no set destination or final place in mind and they go to where they are 
drawn. ,QJROG  H[SODLQV WKDW µSODFHV DUH IRUPHG WKURXJK PRYHPHQW
when a movement along turns into a movement DURXQG¶. Flickrites do not just 
cross the surface of the site, they move around and through it and it is their 
explorations and various µFRPLQJVDQGJRLQJV¶(ibid.) that enable them to become 
thoroughly entangled with the site, which in turn allows it to develop and grow.  
 
Adams (2005:228) H[SODLQVWKDWµnew technologies... mediate between people and 
the world in new ways, with new topologies of connection and new combinations 
of signs, symbols and signals.¶ On Flickr the different possibilities of new 
combinations make it an area ripe for further exploration. This section will now 
conclude with discussions about further work directly related to this research, with 
areas that have potential for additional exploration.  
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Further Work 
 
 
Collaboration between Media and Photography studies 
One of the initial aims of this research was to try and bring the disciplines of media 
studies and photography closer together which, in retrospect, would prove a near-
impossible challenge. It is still an area worth developing and whilst it seems the 
two areas are always destined to be separated by historical differences, there is 
much potential in them collaborating. As photographic technology increasingly 
becomes integrated into other devices such as mobile phones and tablet 
computers, the status, nature and practice of photography is changing and more 
research needs to examine how this overlaps with previous photography routines.  
 
There also generally needs to be much more research conducted into the 
everyday practices of photography: not just the taking of photographs but how they 
are looked at, stored, displayed and distributed. The explosion in the uploading of 
images to specialist sites such as Flickr and other popular sites such as Facebook 
needs to be explored in greater depth. In this instance, collaboration between 
media studies and photography would benefit both disciplines by bringing fresh 
perspectives to each of these new, mass media practices.  
 
 
PRWHQWLDORIµnon-media-centric PHGLDVWXGLHV¶ 
With an emphasis on practice, an alternative paradigm for media and cultural 
studies is required. Morley (2009:115) summarises that this discipline must: 
 
Do more to investigate the changing relations between the material and the virtual realms 
of communications. In doing so, we need to avoid the simplistic periodizations and 
RYHUGUDZQELQDU\GLYLGHVEHWZHHQWKHZRUOGVRIWKH³ROG´DQGWKH³QHZ´PHGLD. 
 
In this context there is the potential for media studies to be more open and 
investigate new forms of communication and uses of technology in much more 
depth, importantly thinking about their connections to and their role social 
processes. 
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Reckwitz (cited in Shove et al., 2007:13) highlights WKDWSUDFWLFHWKHRU\LWVHOIµVKLIWV
bodily movements, things, practical knowledge and routine to the centre of its 
YRFDEXODU\¶ and there is no reason that media and photography studies should not 
also utilise a similar vocabulary. This study demonstrates that by looking into 
practice in more depth, a variety of different perspectives could lead to interesting 
collaborative work between media studies and other disciplines, such as human 
geography and computing science.  
 
 
Moving photography on  
If there is to be a move away from the old binary divides then the traditional way 
that photography is discussed and researched must be opened up and 
reassessed, further developing a non-image centric approach. This means 
reconsidering photographic as a practice, but also questioning some of the long 
held beliefs that are repeated throughout photographic literature, for example the 
emphasis on the still. The study of photography must move into new territory if it is 
to stay fresh and be aware of new and complex ways that photography is being 
practiced in everyday life. Pink (2011a:9) demonstrates how this can be achieved. 
In the context of bullfight photography she writes that µSKRWRJUDSKLQJ [the bullfight] 
is thus a sensory embodied practice in which the photographer uses his or hers 
practical experience to become corporeally engaged with the movement of the bull 
DQGWKHSHUIRUPHU¶. The notion of incorporating ideas such as movement and place 
into discussions relating to photography is necessary, radical and long overdue. 
There is further potential to research the new hybrid forms of photographic 
practice, such as the ways people are engaging with photographic technology and 
applications through a large array of different devices.  
 
 
Photography on the move 
The work of artist and researcher Jen Southern establishes the potential for work 
on photography to more literally, PRYH LQ GLIIHUHQW GLUHFWLRQV 6RXWKHUQ¶V
pioneering work experiments with software, smartphone applications, GPS 
receivers and movement tracing technology. 
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It demonstrates that artistic ideas can have a practical role in the understanding of 
place, on where people go and how they move: certainly technology such as GPS 
µVXSSRUWV DGLDORJXHZLWKSODFH¶/RZU\ Southern and Speed, 2009:135). There is 
much potential in the idea of further research in relation to movement and 
photography using GPS. For example photographers could have a unit attached to 
them as they walk around and their movements traced, to build up further 
understanding of the different layers of interaction and movement between the 
photographer, the camera and the city. An adaptation of the tracing software could 
also be developed to visualise, animate and illustrate these movements showing 
the actual movements of the photographer1 on the ground. 
 
There is also further potential in understanding camera phone use, both by casual 
and more serious photographers. The relatively recent rise of the smart phone has 
led to higher specification cameras and sophisticated, complex practices that 
involve personal photography, mobile phones and the internet warrant far more 
attention and scope for further examination.  
 
 
More on wayfinding and general orientation online  
Whilst there needs to be further study into what is done outside with a camera, 
there equally needs to be more done on how people get around online: not only 
how they select and browse the sites they choose but the nature of their everyday 
movement. This does not just apply to photographers either and despite the fact 
that many of us now spend more time online than using any other form of 
mediated technology we still know very little about the emotional side to our online 
orientations. I believe that in this regard, this research is unique, especially 
surrounding the online dimension to Flickrites and their orientation around the site. 
  
The main problem stems from the complex interdisciplinary issues related to 
media studies and computing. Unlike when individual humanities subjects can 
collaborate with relative ease, computing studies is conceptually very different, 
                                                          
1
 See the art work of Jeremy Wood for the potential of mapping personal journeys via GPS. 
[Online] Available at: www.gpsdrawing.com (Accessed 20th February 2012) 
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often with a different structure and writing style, using dense programming 
language and equations.  
 
Whilst these problems are not insurmountable (as shown by the work of Southern) 
they are challenging and future researchers in the humanities will have to find a 
way of collaborating with both software programmers and data analysts by (for 
example) learning more about coding. Further work in this area could monitor 
participants and their movements both through personal diaries and the logging of 
their internet use over a period of time, building up a picture of where they go 
online and their complex orientation strategies.  
 
 
More on Flickr and online photography practices 
Whilst there has recently been more studies about photography practices online in 
recent years (Keegan, 2008; Richter and Schadler, 2009; Van Dijck, 2008, 2011), 
given the sheer number of images on sites like Flickr alongside the rise in the use 
of sophisticated camera phones (such as the iPhone), there is still surprisingly little 
research conducted in this area. 
 
There is so much more potential for study into everyday photography practices, for 
example, what do people do with images on their phones once they take them? 
How long do they keep them for and do they ever forward them on? How do these 
images differ from those taken on a digital camera? Do we use and treat these 
photographs differently? 
  
Flickr also has a huge research potential that remains untapped by media and 
photography studies and whilst there have been a handful of articles that discuss 
the images and comments on the site (Stallabrass, 2009), research needs to go 
further and examine more about the users themselves and their daily online 
practices. Whilst Yahoo! does have its own research facility based in Berkley, the 
UHVHDUFKSURGXFHGLVEDVHGPRVWO\ZLWKLQDQ+&,FRQWH[WKHUH9DQ+RXVH¶VZRrk 
(2007, 2011) is a notable and welcome exception). 
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Moreover, there needs to be further investigation into the way users are 
developing unique uses for photographic technologies and their role in everyday 
life and routines, particularly concerning sociable sites such as Flickr and 
Facebook and other new platforms that now support photography, such as Twitter.  
Pink (2011a:8) explains that µZhen we show images this does not involve taking 
people back but entails DSURFHVVRIPRYLQJIRUZDUG¶,WLVFlear that the academy 
now needs to engage in a similar process and also look forward, to discover and 
understand more about the diverse practices that still make photography an 
important part of everyday life.  
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Epilogue: Doing something, watching 
 
I walk up the ramp out of Gateshead metro station, its dull tiled interior illuminated 
by the fluorescent glow of yellow spotlights. My eyes adjust to the early evening 
light and as I step outside into the town centre I stop to glance up at where the 
Trinity car park used to stand. In its place is a large metal framework constructed 
like a giant Meccano set, the steel girders shooting up and across, currently just 
silhouettes against the dusky amber sky. 
 
There are three cranes sitting idle down below, alongside a couple of dumper 
trucks that are digging the foundations of what will be an even bigger complex of 
housing, shops and a Tesco supermarket. The strong smell of freshly applied 
gloss paint makes me wrinkle my nose and I notice it has been applied to the large 
chipboard fence that surrounds the building site to keep it out of bounds to 
pedestrians.  
 
I consider the changes that have occurred here even in the short time I have 
become familiar with this place, where one large structure was gradually 
demolished only to make way for another. It has been in a permanent state of 
building work before the car park was demolished and it has been a while since 
the locals have been able to set foot on the site. The city is always being rebuilt 
and reimagined, and has known many changes, with no doubt many more to 
come. 
 
I hear the familiar clunk of a shutter and turn around to see a photographer 
shooting the site from a distance, tucked inside a doorway. I smile and turn my 
back on the building, and continue walking apace down the hill. You will always 
find a photographer doing something here: watching, moving, and adapting to the 
city, even once I am long gone. 
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